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ABSTRACT 
This research project examines the application of the Suzuki Actor Training 
Method (the Suzuki Method) within the work ofTadashi Suzuki's company in 
Japan, the Shizuoka Performing Arts Complex (SP AC), within the work of 
Brisbane theatre company Frank:Austral Asian Performance Ensemble 
(Frank:AAPE), and as related to the development of the theatre performance 
Surfacing. 
These three theatrical contexts have been studied from the viewpoint of a 
"participant- observer". The researcher has trained in the Suzuki Method with 
Frank:AAPE and SP AC, performed with Frank:AAPE, and was the solo 
performer and collaborative developer in the performance Surfacing (directed 
by Leah Mercer). Observations of these three groups are based on a 
phenomenological definition of the "integrated actor", an actor who is able to 
achieve a totality or unity between the body and the mind, and between the 
body and the voice, through a powerful sense of intention. The term "integrated 
actor" has been informed by the philosophy of Merleau-Ponty and his concept 
of the "lived body". 
Three main hypotheses are presented in this study: that the Suzuki Method 
focuses on actors learning through their body; that the Suzuki Method presents 
an holistic approach to the body and the voice; and that the Suzuki Method 
develops actors with a strong sense of intention. These three aspects of the 
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Suzuki Method are explored in relation to the stylistic features of the work of 
SP AC, Frank:AAPE and the performance Surfacing. 
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Thesis question 
CHAPTER ONE 
INTRODUCTION 
This research project will explore three applications of the Suzuki Method in order to 
explore the question: How can the Suzuki Method be applied to develop a theatre of 
the integrated actor? 
This question will be addressed through a study of applications of the Suzuki Actor 
Training Method (or Suzuki Method) within three groups of artists. Firstly, I will 
examine the way it is used by the Japanese theatre director Tadashi Suzuki and his 
theatre company the Shizuoka Performing Arts Complex company or SP AC company 
(previously the Suzuki Company of Toga or SCOT). Secondly, I will explore the way 
the Suzuki Method is applied within the Brisbane theatre company Frank: Austral 
Asian Performance Ensemble (Frank:AAPE). Thirdly, I will explore the method in 
relation to my own artistic practice working with Brisbane director Leah Mercer to 
create the performance Surfacing. My personal experience is at the heart ofthis 
research as an actor training in the Suzuki Method with SP AC and Frank:AAPE; an 
actor performing with Frank:AAPE; an artist developing theatre performances; and as 
an observer of Suzuki's rehearsal process in Japan. 
My thesis question is therefore: How is the Suzuki Method applied to develop a 
theatre of the integrated actor in the work of SP AC and Frank:AAPE, and in the 
Surfacing project? 
The "integrated actor" 
Each ofthese three groups of artists (SPAC, Frank:AAPE, and Leah Mercer and 
myself) place enormous emphasis on the actor's body as a means of theatrical 
expression and exploration. The "integrated actor" is a term I have used to describe 
an actor who is able to achieve a totality or unity between the body and the mind and 
between the body and the voice through a powerful sense of intention. This is a term 
taken from Becker (1986: 130, 187) who describes an "integrated actor" as one who is 
able to achieve a 'completeness' and 'unification' between the 'intellectual' and the 
'physical'. Further, Becker (1986: 186) describes an "integrated actor" as one who 
treats 'the physical instrument as a whole, integrated unit'. 
However, while Becker (1986: 130) based her term "integration" on Japanese Zen 
philosophy, I have defined "integration" through a phenomenological approach to 
theatre that views human experience as being based within a "lived body". From the 
phenomenological viewpoint, humans are able to reach their maximum potential 
through an holistic approach to the body and the mind. The terms "lived body" and 
"integration" and their basis in phenomenology will be further expounded in Chapter 
Three. 
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Three views of "integration" 
This thesis will document three different approaches to the "integrated actor". 
Tadashi Suzuki's directorial style aims to produce actors with the ability to "become 
the fiction" through committing their whole being to the theatrical event. As co-
artistic directors ofFrank:AAPE, Jacqui Carroll and John Nobbs train their company 
in the Suzuki Method in order to fulfil director Jacqui Carroll's artistic vision. The 
work ofLeah Mercer and myself aims to communicate the emotional content ofthe 
text through a heightened, physically-based performance style. These three processes 
are linked by their emphasis on the actors' body but differ in their aims, rehearsal 
techniques and performance style. 
The Suzuki Method and the artists 
The Suzuki Method is a modem actor training method developed by Japanese theatre 
director Tadashi Suzuki and the Suzuki Company ofToga in the 1970s. This highly 
physical training draws on techniques of the traditional Japanese theatre forms of 
Kabuki and Noh, and is designed to develop a unified body and voice. (A description 
of the major exercises of the Suzuki Method is provided in Appendix Five.) 
John Nobbs' and Jacqui Carroll's connection with the method began in Melbourne in 
1991 after Nobbs attended a workshop in the Suzuki Method and was invited to 
perform in Tadashi Suzuki's The Chronicle of Macbeth (performed in Adelaide and 
Melbourne with an Australian cast). John Nobbs, previously a contemporary dancer 
with the Australian Dance Theatre, and choreographer Jacqui Carroll (whose works 
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include ballets for the Australian Ballet Company, the Western Australian Ballet and 
the Queensland Ballet Company) immediately found a synchronicity with the Suzuki 
Method and the Japanese director. John Nobbs performed the role ofBanquo's ghost 
and chorus in the production of The Chronicle of Macbeth, and J acqui Carroll was 
able to observe the training and rehearsal process. 
This brief introduction to the Suzuki Method and the work ofTadashi Suzuki inspired 
Carroll and Nobbs to establish Frank:AAPE, a Brisbane theatre company of actors 
who have regularly trained in the Suzuki Method since 1992. In 1992, 1993, 1995, 
1997 and 1999, Nobbs and Carroll returned to Japan for Nobbs to train and perform 
with the SPAC company, and for Carroll to observe the company's training and 
rehearsal process. In 1998 and 2000, Frank:AAPE were invited to perform Salome 
and Heavy Metal Hamlet (respectively) for Tadashi Suzuki's theatre festivals, and to 
train with the SP AC company. 
I commenced training with Carroll and Nobbs in 1993, have performed as an actor in 
seven ofFrank:AAPE's works, and have trained with the SPAC company in 1998 and 
2000. Leah Mercer works as a director, actor, playwright and drama lecturer. From 
1999, Leah Mercer and I began to develop new theatre works based on my training in 
the Suzuki Method. 
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A practical and comparative approach 
Studies of the Suzuki Method outside of Japan have mostly been short term and have 
focused on its application within one theatre company and/or one workshop situation. 
Western academics and/or theatre practitioners who have discussed the Suzuki 
Method have either been observers of training sessions and rehearsals, or have trained 
in the method for a short time. 
Previous articles describing an experience of training in the Method have been written 
by those with a limited experience in the Suzuki Method. For example, major journal 
articles on the method have been written by James Brandon (1978), who trained for 
three weeks; and Paul Allain (1998) who trained for one week. In addition, a 
practically-based analysis of the Suzuki Method was completed by Jeanne Becker 
(1986) who trained for three weeks. 
Studies of the Method from observers' standpoints have generally focused on one 
theatrical group's application of the training. Observers of the Suzuki method as 
applied within the Suzuki Company ofToga include Marie Myerscough (1986), Jack 
Clay (undated), and Akihiko Senda (undated). The Suzuki training and performance 
work ofNew York State based Saratoga International Theatre Institute (SITI) 
company has been observed by Stephanie Coen (1995) and Phillip Saari (1999). The 
work of Tom Nelis has been documented by Arthur Holmberg (1992); and Michael 
Cohen (1996) has discussed Suzuki's 1991 The Chronicles of Macbeth project. 
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By far the most comprehensive study of the Suzuki Method in practice is by Japanese 
academic Yukihiro Goto (1988) who studied the development of Suzuki's theatre 
from 1958 until1984 within the Suzuki Company ofToga (SCOT). In his thesis, Goto 
(1988) outlines the evolution of Suzuki's theories over this time and provides detailed 
observations of the ways these theories relate to SCOT's training and rehearsal 
process. However, Goto's research is only able to provide an observer's viewpoint of 
the Suzuki Method within one theatre company. 
In contrast to these studies, my research is informed by my long-term training in the 
Suzuki Method and extensive performance experience. My training and performance 
experience provides me with a specialized, practical understanding of the Suzuki 
Method and its application to theatre practice. As a member ofFrank:AAPE I have 
also been able to observe the SP AC company in training and rehearsals (August 1997, 
August 1998, August 1999 and June 2000); and in 1999 and 2000, I completed 
detailed documentation of Suzuki's company's training and rehearsal process. These 
training, performance and observation experiences have provided me with a thorough 
understanding of the Suzuki Method within two theatre companies. In addition, this 
research project will document my development of a theatre work with Leah Mercer. 
My position as a privileged observer of SP AC; as a member of Frank:AAPE, and as a 
developer of new theatre work will provide the basis for this research project. 
There, the significance ofthis study lies in its long-term, comparative and practically-
based nature. This study will document observations, understandings and 
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developments from the point of view of a participant-observer with considerable 
experience in the area within three artistic processes from 1999- 2000. 
The purpose of this study 
The purpose of this research project is to provide a comparative study of three 
applications of the Suzuki Method over a two-year period. In addition my 
performance project (the development of a one-woman show) shows my attempt to 
integrate the Suzuki Method's physicality with psychological realism within my own 
work. 
This thesis will record my observations and understandings of the Suzuki Method 
developed from my training with the SP AC company and with Frank:AAPE. To this 
end I will document my understandings of the Suzuki Method and those of the 
directors and members ofFrank:AAPE. These will be discussed in terms of Suzuki's 
writings, and relevant literature on the subject. This research project will also 
document the development of a new theatre work and the understandings gained from 
this process. 
The overall purpose of this thesis is to "triangulate" individuals' understandings and 
experiences of the Suzuki Method with current literature on the Method, and is 
intended to expand and enrich the area through the eyes of a practising artist. 
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Strengths and limitations 
The fact that this research has been conducted by a practising artist imbued in the 
Suzuki Method over a prolonged period provides both the advantages and limitations 
of this study. This research is limited in scope in that it focuses on understandings of 
the Suzuki Method from those who have been training in the Method (including the 
researcher) which may result in an "insiders' "rationale for the Suzuki Method. 
However, this research is not designed to present a comprehensive range of views on 
the issue, but to look at specific applications and understandings of the Suzuki 
Method within three artistic processes. The performance aspect of this research 
project is focussed on developing my work as an actor trained in the Suzuki Method. 
Through the development of a one-woman show (directed by Leah Mercer), I aim to 
extend my ability to combine psychological realism with the physical and vocal 
strengths of the Suzuki Method. 
Thesis overview 
This thesis is divided into five main sections: the introduction; a background to the 
Suzuki Method and its relationship with phenomenology; the work of Suzuki and the 
SP AC company; the work of Frank:AAPE; and the work of Leah Mercer and myself. 
Chapter One provides an introduction to the study's central ideas and research 
contexts and a rationale for the project. Chapter Two provides a description and 
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rationale for the research design. 
Chapter Three, the Literature Review, explores the Suzuki Method in relation to: 
phenomenological theory; Suzuki's approach to the performing body; and the 
purposes of the exercises of the Suzuki Method. 
Chapter Four presents my observations of the SP AC company in training, rehearsals 
and performances in preparation for four theatre productions (in August 1999 and 
June 2000), and includes observations from members of Frank:AAPE. 
The development ofFrank:AAPE's performance style from 1993- 2000 will be 
discussed in Chapter Five through an analysis of relevant newspaper and journal 
articles. 
Chapters Six and Seven present my experiences of training and rehearsing with 
Frank:AAPE compiled from journal observations (January 1999- November 2000), 
interviews with Jacqui Carroll and John Nobbs (1999 and 2000) and interviews with 
members of Frank:AAPE (2000). The journal entries include my personal 
observations and understandings of the training plus comments made during training 
by Jacqui Carroll and John Nobbs and other actors and/or trainees. Training terms 
from Frank:AAPE are used and explained wherever possible. Notes from Jacqui 
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Carroll's 
Masters of Arts (research) thesis (1999) are also used to provide a background for her 
work as a choreographer and director. 
Analysis of the Suzuki Method in relation to the work of SP AC and Frank:AAPE 
(in Chapters Four, Six and Seven) has been undertaken according to three main 
hypotheses: 
1. that the Suzuki method focuses on actors learning through their body; 
2. that the Suzuki method presents an holistic approach to the body and the 
vmce; 
and 3. that the Suzuki method develops actors with a strong sense of intention. 
These three main points provide a framework for my writing on the Suzuki method 
within SP AC and Frank:AAPE. 
Chapter Eight outlines the development of Surfacing, a one-woman show developed 
by Leah Mercer and myself from April1999 to November 2000. This chapter 
documents the developmental process of Surfacing, and provides an analysis of the 
Suzuki Method's application to this production. Chapter Eight includes notes from 
journal entries and a formal interview with Leah Mercer (2001). 
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Chapter Nine provides a summary of the findings of this research project; and will 
discuss SP AC, Frank:AAPE and the Surfacing project in relation to the "integrated 
actor". Finally, the implications of this study are explored in relation to future 
applications for the Suzuki Method. 
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CHAPTER TWO 
THE RESEARCH DESIGN 
I have chosen a qualitative research methodology in order to reflect my goal of 
developing and documenting my own understandings of the applications of the Suzuki 
Method. 
According to Ely et al. (1991: 4) and Denzin and Lincoln (1994:2), qualitative 
research is an interactive, multi-method process which studies phenomena in its 
natural context and views experiences as part of a whole. The use of multiple 
methods, or "bricolage": 
... reflects an attempt to secure an in-depth understanding of the phenomenon in 
question ... [resulting in] a complex, dense, reflexive, collage-like creation that 
represents the researcher's images, understandings, and interpretations of the world 
or phenomenon under analysis. (Denzin and Lincoln, 1994: 2-3) 
My research is in the form of three case studies within the natural contexts of theatre 
training and rehearsals, and will document my personal interpretation of each 
theatrical process. In this way, my research is based on the idea of 'the self as 
instrument' (Ely et al., 1991: 68), and my role as a part of the three processes will 
create the "knowledge" of this study. 
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The study follows Denzin and Lincoln's "five phase" approach to qualitative 
research. Denzin and Lincoln's approach foregrounds the researcher's background and 
subjectivity, their interpretative perspective, and their methods of data collection and 
interpretation. In accordance with this research design, I will firstly outline my 
position within the research process as an actor training in the Suzuki Method and 
then explain my interpretative paradigm, the philosophy of phenomenology. Thirdly, 
I will describe my role as a participant-observer in this study, my methods of data 
collection and the aim of my research project. 
This research is based on my experience as an actor who has trained and performed 
with Frank: AAPE since 1993; travelled to Japan to observe the work of the SP AC 
company since 1997; and created theatre works with Leah Mercer from 1999 to 2000. 
Whilst a member ofFrank:AAPE I have been engaged in bi-weekly training sessions 
and performances throughout Australia and Japan. 
My experience in the physical training of the Suzuki Method has led me to choose the 
interpretative paradigm of phenomenology, in order to emphasize the embodied 
nature of experience and the importance of the whole body in relation to actor 
training. Phenomenology is the philosophy that human experience is based in the 
body, and that 'there is no experiencing self apart from an experienced world ... ' 
(Sloss, 1982: 16). The aim of phenomenology is to explore consciousness in relation 
to the direct experience ofthe physical, phenomenal world (rather than the 
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'scientific' or 'objective' world). In phenomenology the boundaries between mind 
and body are removed and the body as it is lived and experienced forms the basis 
of human existence. The literature review provides a detailed discussion ofMerleau-
Ponty's philosophy as a basis for the argument that the Suzuki Method develops an 
"integrated actor". 
As an active part of each research context, I have undertaken the research strategy of a 
participant- observer. Ely et al. (1991 :45) outline three different types of participant-
observation styles: 'the active participant, the privileged observer, and the limited 
observer'. Due to my involvement in each level of this project, I have taken on the 
role of 'the active participant' while studying the work ofFrank:AAPE and myself; 
and the role of the 'privileged observer' while studying SPAC's work. The case 
study method utilizes 'formal and informal interviews, [and] log books ... [and] relies 
on interviewing, observing, and document analysis' (Denzin and Lincoln,1994: 14). 
Thus, in addition to documenting training and rehearsals in a research log, I have also 
conducted formal and informal interviews and consulted articles and reviews on the 
artists' work. The interviews comprise two formal interviews with Jacqui Carroll and 
John Nobbs (1999 and 2000), formal interviews with Frank:AAPE company 
members (2000) and informal interviews with SP AC members (1999 and 2000). 
Observation notes are in the form of logbooks (Journals) over a prolonged period of 
observation. These research logs document my observations of the SPAC company's 
training and rehearsals in Japan, Frank:AAPE's training and rehearsals, and my own 
rehearsal process. Journal entries are followed by my own reflections, as 
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recommended by Ely et al. (1991:71). I also use what Ely et al. refer to as 'analytical 
memos' or 'researcher memos' written at different points throughout the log, about 
entries in the log. For 
... [these] analytical memos allow room for speculation and integration. They 
allow us to look back so we can check our beginning assumptions, analysis and 
conceptual frame, and they allow us to look forward so that we can create 
direction for our work. (Ely et al., 1991: 82) 
From 1999-2000, I documented my observations of: the SP AC company in training, 
rehearsals and performances in August, 1999 and in June, 2000; all ofFrank:AAPE's 
training and rehearsals; and the rehearsal and developmental process of the Surfacing 
project. This will improve the reliability of my observations, for as Ely et al. (1991: 
51) document: 
Guba and Lincoln's (1989) suggestions of prolonged engagement and persistent 
observations point to the most helpful techniques for constructing a view of the 
context in its natural state .... [in order] to construct deep understandings about what 
they are studying, and to have some basis for deciding what is important and 
relevant and what is not. 
The final phase of my research is the interpretation of the data, the process of 
'making sense of one's findings' (Denzin and Lincoln, 1994:15). The purpose of this 
phase is to clarify and refine my own understandings of the Suzuki Method towards 
the creation and performance of a one-woman show. In this way, this research project 
is designed to unite my artistic theory and practice for, as Sharon Grady states: 
... ideally, research should be a process symbiotically linked to our practice, 
thinking, and reflections on both ... there should always exist a dialectical 
relationship between theory and practice. (in Taylor, 1996: 61) 
In choosing the most appropriate writing style for this thesis, I have decided to write 
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this thesis in the first person, and to move between the positions of observer and 
participant. Ely et al. (1991: 168-9) state that qualitative research requires the process 
of 'cultivating personal style and finding a voice', and that contemporary qualitative 
academics should be able to use 'clearer, more direct, and personal voices'. Ely et al. 
then refer to the work of qualitative research academic Ross (in Ely et al. 1991: 170) 
who asserts that this "personal voice" can be utilized to fully describe the researcher's 
subject matter in an expressive and evocative manner: 
Description should transport the reader to the scene, convey the pervasive qualities or 
characters of the phenomenon, and evoke the feeling and nature of the ... experience. 
The use of [linguistic] devices should create a description so vivid the reader can 
almost see it and hear it. 
As this thesis is intended to communicate my understandings of the Suzuki Method, I 
have chosen to use informal, creative and descriptive language when discussing my 
experiences within rehearsals and training sessions. I would describe this style as my 
own "personal voice" which has developed over an extended period of journal writing 
and personal reflection. I have chosen to write this thesis in the first person as a 
representation of an individual's understanding of the Suzuki Method, and support 
this approach with relevant literature in order to provide a broad foundation of 
knowledge in the area. In order to foreground my position as an actor who has worked 
with Frank:AAPE for over seven years, I have chosen to refer to the directors and 
members on a first name basis. (I have placed company members' last names in 
brackets when first introduced.) I have also used this style of address when discussing 
the Surfacing project in Chapter Eight. 
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In summary, the research design, philosophical framework, and language choice for 
this project reflect my subjectivity within this study as an actor developing a personal 
understanding ofthe Suzuki Method towards the development of a one-woman show. 
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CHAPTER THREE 
THE LITERATURE REVIEW 
Introduction 
How can an actor be trained to more fully integrate themselves with their body- their 
fundamental means of expression? This literature review will explore this question in 
relation to the Suzuki Method from a phenomenological viewpoint. In particular, it will 
provide a background to the question: How does the Suzuki Method work to develop an 
"integrated actor"?, and will address this question in four parts. Firstly, it will provide a 
phenomenological definition of integration as described by Merleau-Ponty. Secondly it 
will outline the connections between phenomenological theory and theatre. Thirdly, it 
will outline the development and aims of the Suzuki Method, and finally it will describe 
the Suzuki Method's exercises for integration and unification. The sections of this 
literature review are thus: 
• Phenomenology and integration 
• Phenomenology and the actor's body 
• Suzuki's approach to the actor's body 
• Exercises for integration and unification 
Phenomenology and integration 
One can characterize phenomenological philosophy as centring on the following basic 
themes: a return to the traditional tasks of philosophy, the search for a philosophy 
without presuppositions, the internationality of consciousness, and the refusal of the 
subject-object dichotomy. (Stewart, 1990:5) 
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This section will explore the philosophy of phenomenology as the basis for a study of the 
Suzuki Method. Firstly, a discussion ofHusserl's philosophy will provide a context for 
an explanation ofMerleau-Ponty's thought, for it is Merleau-Ponty's philosophy, and 
particularly his concept of "the lived body" which will serve as a backbone to my thesis. 
Finally, this section will explain the use of the term "integration" in light of Merleau-
Ponty's philosophy of phenomenology. 
Often called the "father of phenomenology", Husserl (1859- 1938) focused his study on 
humans' perception of the phenomenal world. It was, however, the French philosopher 
Merleau-Ponty (1908-61) who developed phenomenology into an exploration of 
"embodied experience". 
A major tenet of the phenomenological worldview is its rejection of the Cartesian 
dualism of Western metaphysical thought. Contemporary philosopher Levinas asserts 
that Western philosophical thought is based on the "subject-object correlation" in which 
the "thinker" becomes the subject, and the world becomes the object or "the other". 
According to Levinas, this sets up a binary opposition in which the metaphysician is 
'absolutely separated' (Levinas, 1969:35). A major philosopher of the metaphysical 
tradition was Rene Descartes (1591 - 1650) who presented a ' ... purely mechanical 
model of the material world as matter extended in space ... combined with a picture of 
[the] mind as essentially immaterial and disembodied' (West, 1996:12). In this way, 
Descartes held that the world is "scientific" and "objective" matter, and humans are 
"detached observers" separated from their context within the world. Husserl did not 
agree that the human subject is able to view the world as an objective observer and 
critiqued Descartes' model in which ' ... the ego carries on a kind of solipsistic 
philosophizing ... ' (McNeill and Feldman, 1998: 98). In reaction to the metaphysical 
philosophical tradition, Husserl placed his focus on the "life-world", for he viewed 
human experience in the world' .. as the basic presupposition of all thought and action' 
(West, 1996:95). Husserl's philosophical project was continued in the work of French 
phenomenologist Merleau-Ponty, who believed that : 
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... the psycho-physical event can no longer be conceived after the model of Cartesian 
physiology and as the juxtaposition of a process in itself and a cogitatio. The union of 
soul and body is not an amalgamation between two mutually external terms, subject and 
object ... It is enacted at every instant in the moment of existence. (Merleau-Ponty, 1962: 
88- 89) 
Thus, phenomenology rejects the Cartesian view and removes the boundaries between 
mind and body, subject and object, inside world and outside world to inextricably link 
humans with their environment. 
Husser! aimed to develop a philosophy based on experience without any pre-held 
assumptions, or pre-suppositions that would remove the 'subject-object' dichotomy and 
present human consciousness as intentional. The first task ofHusserl's philosophy 
involved a return to 'the things themselves', or phenomenon- that is anything of which 
we are conscious (Stewart, 1990:22), in order to 'describe the phenomena as they 
presented themselves, rather than reason from them' (May, 1997:3). Husser! held that 
this process of description rather than deduction could reach a "subjective certainty" by 
being ' ... completely free of all presupposition' (West, 1996: 89). Husser! termed this 
process of description without presumptions the 'epoche' (May, 1997:3). Through this 
method, Husser! believed he could create a form of "scientific judgement" removed from 
"objective science". As he explains in his essay "An Introduction to the Idea of 
Phenomenology": 
I aim to treat all sciences only as phenomena, hence not as systems of valid truths, not as 
premises, not even as hypotheses for me to reach truth with ... The elucidation of the 
ways in which cognition is possible does not depend upon the ways of objective science. 
(May, 1997: 41) 
In his major work Cartesian Meditations, Husser! argues that any 'scientific evidence' 
must be derived through 'experiencing' for 'evidence is, in an extremely broad sense, an 
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"experiencing" of something that is, and thus: it is precisely a mental seeing of something 
itself (McNeill and Feldman,1998:100). In this way, Husserl argues for a study of 
human consciousness that could develop a new scientific basis for understanding the 
world within human subjectivity. 
Husserl's "subjective science" is based on his concept of the transcendental ego, a 
concept which rejects the subject-object dichotomy of metaphysical philosophy. For 
Husserl, the ego is involved in "constituting" the experienced world. In his introduction 
to Twentieth Century Continental Philosophy, May (1997: 4-5) explains that Husserl 
views consciousness as a process in which the phenomena appear to consciousness and 
are "made sense of' within the consciousness ofthe individual. In Husserl's words, 
"immanent phenomena" (phenomena which have appeared to consciousness) are 
constituted by the transcendental ego. In this case, immanence is the individual 
phenomena "taken into" consciousness, and transcendence is the meaning making 
process which consciousness is constantly directed towards, or, in other words, 
'immanence refers to that which is within consciousness, whereas transcendence refers to 
that to which consciousness points' (Stewart, 1990: 38). Thus 'transcendence' is the 
meaning making process involving noeses, 'the constituting acts of consciousness' 
(May,1997:5). Husserl states that these constituting acts are 'certain mental processes, of 
specific and changing structure, such as perception, imagination, memory, predication' 
(May, 1997: 45). In this way, 'transcendental consciousness' presents consciousness as 
linked with phenomenon and thus ' is neither subjective nor objective but embraces 
both ... for the ego cannot be conceived apart from its conscious life .. [and] there is no 
21 
consciousness without objects of consciousness' (Stewart, 1990: 36). Therefore, for 
Husserl consciousness is a process and is understood as 'an order of essences or 
meanings' rather than the empiricist view that knowledge is 'thing-like' (West, 1996: 
94). In this way the process of"bracketing" or "epoche" provides a way of experiencing 
consciousness more directly, for Husserl posits that ' ... ifl direct my regard 
exclusively to this life itself, as consciousness of "the" world - I thereby acquire myself 
as the pure ego, with the pure stream of my cogitationes' (McNeill and Feldman, 
1998:103). 
Husserl's theory of the 'transcendental ego' and of 'essences' thus overcomes the 
subject-object dichotomy through inextricably linking consciousness with the objects of 
consciousness. The intention, or direction, of the meaning making process of 
"constitution" links the parts of the transcendental ego. For Husserl, intention correlates 
with transcendence (the direction of consciousness), and all acts of consciousness by the 
transcendental ego are directed towards creating the 'sense' and 'existential status' of the 
world (Stewart,l990:39; McNeill and Feldman,1998:105). Thus the "essence" of 
cognition is its intention towards a universal striving for understanding, and the 
intentional nature of consciousness works to unify and synthesize all levels of 
experience. That is, consciousness 'constitutes a unity out of the multitude of 
impressions in terms of the experience itself (Stewart, 1990:4 5). 
In these ways, Husserl's focus on human experience led him to the theory that 
consciousness 'constitutes' experience towards the goal of meaning making, thus 
22 
providing an alternative to the metaphysical view of the world. However, despite 
beginning the move away from metaphysics, Husserl' s focus on the act of cognition 
works to detach his subject from the world of phenomena. Husserl's theories began an 
emphasis on the 'life world' of humans, but are strongly idealistic in their aim for a return 
to essences and abstract notions. For, while Husserl emphasized "real life" experience, 
his aim of returning to a "purity" of consciousness effectively removes the subject from 
the life world, and defines the "ego" as a discrete entity. As David West (1996: 96) 
comments: 
... it is difficult to reconcile the notion of the life-world, as an intersubjective and 
historically situated background to the achievements of the knowing subject, with the . 
perspective of transcendental consciousness. 
Thus, even though Husserl aimed to describe "the things themselves", his philosophy and 
"scientific striving" for essences became over-idealistic and detached from the very 
phenomena he sought to describe (McNeill and Feldman, 1998: 100). 
Husserl's philosophy of the 'lived-world' provided the point of departure for Merleau-
Ponty's theory of the lived body. While Husserl's philosophy ' ... tends to reduce the real 
world to an object of intentional consciousness' Merleau-Ponty ' ... seeks instead to 
understand the body as the primary locus of lived consciousness' (McNeill and 
Feldman: 1998, 167). In fact, Merleau-Ponty applied Husserl's demand for "radical 
problematization" (the bracketing of assumptions or pre-suppositions) to the idea of 
"suspension itself'. He argued that the need for a suspension ' ... presupposes a pre-
reflexive, pre-thetic connection to the world, a connection that does not have the 
structure of a position' (Heinmaa, 1999: 52). In Phenomenology of Perception, Merleau-
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Ponty critiques Husserl's theory that through 'transcendental consciousness' we can 
reduce consciousness to 'essences' because everything we perceive is situated 
within the world. In Merleau -Panty's words, 'the perceptual "something" is always in 
the middle of something else, it always forms part of a field' (Merleau-Ponty, 1962: 4). 
Thus, while Husserl's philosophy effectively removes the ego from the world in order to 
find the "essence" of consciousness, Merleau-Ponty insisted 'that the observer cannot 
separate himself from the world' (Stewart, 1990: 64). In opposition to Husserl's 
"transcendentalism", Merleau-Ponty's theory was based on the premise that 'perception 
... [is] the primary function of the human organism and the human body' (Macann, 1993: 
160). 
The following section will outline two major parts ofMerleau-Ponty's theory of the 
lived body (as outlined in his works The Phenomenology of Perception and The Visible 
and the Invisible): that the body is our framework for understanding and that our bodily 
existence is intentional and purposefuL 
Merleau-Ponty (1962:8-9) argues that our body is the basis of our existence in the world, 
due to the fact that the empirical scientific view of the body as a "transmitter" cannot 
account for the way we apprehend all of the information coming in via our senses. 
Merleau-Ponty's main critique of intellectualism and empiricism are that they disconnect 
consciousness from the human body and therefore "lack contingency" because they 
"both keep their distance in relation to perception instead of sticking closely to it." 
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(Merleau-Ponty, 1962:28, 24). Merleau-Ponty emphasises this theory in The Visible and 
the Invisible where he asserts: 
We have to reject the age-old assumptions that put the body in the world and the seer in 
the body, or conversely, the world and the body in the seer as in a box. Where are we to 
put the limit between the body and the world, since the world is our flesh? (McNeill and 
Feldman, 1998:171) 
It is therefore within the 'frame' of our body that human perception occurs. For Merleau-
Ponty, perception is 'a process of integration in which the text of the external world is not 
so much copied as composed' (Merleau-Ponty, 1962: 9). However, unlike Husserl's 
'cognitive' constitution of the world, Merleau-Ponty believes that it is the senses of 
the body, which work as a collective entity to provide' ... a framework for a whole 
series ofthoughts and experiences' (Merleau-Ponty, 1962:126). Thus: 
The thickness of the body, far from rivalling that of the world, is on the contrary the 
sole means I have to go into the heart of the things, by making myself a world and by 
making them flesh. (McNeill and Feldman, 1998: 170) 
In this way, Merleau-Ponty views the 'flesh' as an integral 'element' of Being. 
According to Merleau-Ponty, the "framework" of the active lived body is directed 
towards the world and has a sense of intention towards the world. In this way Merleau-
Ponty presents a view of the 'intentional' body-subject actively directed towards the 
lived world, and sees human consciousness as the intention towards action in the world 
(Merleau-Ponty, 1962:137). Thus, human consciousness is not a matter of "I think" but 
of "I can" (Merleau-Ponty,1962: 137), and human movement and 'motility' can 
therefore' ... be understood only through its intentionality" (Reuter, 1999: 74). 
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In these ways, being-in-the-world is understood in terms of 'actions to be accomplished' 
(Macann, 1993: 174); and the unity of the body and soul 'is concretely and 
constantly lived' (Zaner, 1971: 189). Merleau-Ponty thus sees the human subject as 
living with their body in a constant state of development of 'lived-through meanings', 
and states: 
Sometimes a new cluster of meanings is formed; our former movements are integrated 
into a fresh motor entity, the first visual data into a fresh sensory entity, or natural 
powers suddenly come together in a richer meaning ... [which] suddenly reshuffles the 
elements of our equilibrium and fulfils our blind expectation. (Merleau-Ponty, 1962:153) 
The whole aim ofMerleau-Ponty's philosophy can be seen to reconnect humans with 
their physical and practical existence. Merleau-Ponty holds that 'intellectualism' has 
separated us from our lived world and thus there is ' ... the need for a movement of 
return, a movement which carries us back to the origin of the resources of reflection' 
(Macann,1993: 183). 
These aspects ofMerleau-Ponty's theory of the "lived body" emphasise the unification or 
integration of the body and the mind because: 
1. the body is not viewed as an instrument (or a "tool" to be controlled) but our "frame" 
for understanding, and 
2. humans can develop their potential through their sense of intention within a "lived 
body". 
In these ways, Merleau-Pontypresents a view of"integration" in which the body and 
mind work as a whole unit, humans are able to think through their bodies, and human 
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existence is integrated in its sense of purpose, direction or intention. It is these aspects of 
Merleau-Ponty's philosophy that will provide the basis for my discussion of the Suzuki 
Method. 
Phenomenology and the actor's body 
The phenomenological approach to theatre places the actor's physical presence at the 
centre of the theatrical event, for: 
... theatre works with vitality, corporeality- in short, life ... [and] in a manner 
different from literary or pictorial arts, theatre has a special relationship to the 
presentation of lived experience. (Fortier, 1997:31-32) 
For the phenomenologist, theatre works through and within the actor's body onstage. As 
Gamer (1994:1) states in Bodied Spaces: Phenomenology and Performance in 
Contemporary Drama: 
... bodied spatiality is at the heart of dramatic presentation, for it is through the actor's 
corporeal presence under the spectator's gaze that the dramatic text actualizes itself in 
the field of performance. 
In congruence with phenomenology, Suzuki emphasizes the importance of the actor's 
body in the space. In his 1979 essay "Body, Space, Language" Suzuki (in Goto, 1988: 
52) described his experience of directing performances in a tiny theatre above a coffee 
shop at the beginning of his career, stating that this experience made him view the 
actor's body as: 
the most fundamental yet significant aspect of the theatre .... as a director I had to rely 
only on the physical energy radiating from the living body of the actor. It was a great 
discovery for me that the energy of the actor alone enabled the cultural activity called 
theatre to be accessible to so many people. The small space which I had, constantly 
destroyed the myth that culture was beyond a human size, larger and wider, existing 
outside of our own body. 
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In a phenomenological view of theatre, the emphasis on the human body does not 
discount the mind ofthe actor, rather, phenomenology views the body and the mind as 
one entity. Historically, western philosophy has been based on the separation between the 
mind and body, emphasizing objective reasoning that is not swayed by the subjectivity of 
the human body and sensory experience. Phenomenology rejects this Cartesian dualism, 
and states that human experience is grounded in the body. In phenomenology the 
boundaries between mind and body are removed and the body as it is lived and 
experienced forms the basis of human existence. Aesthetic theorist John Dewey follows 
the "experiential model" of creating art, stating that 'the artist does his [sic.] thinking 
in the very qualitative media he works in' (1934:15-16). Dewey (1934:273) argues 
that artistic "ideas" and meanings cannot exist outside of the medium through which the 
artists are expressing themselves, for ' ... these meanings are actually embodied in a 
material that thereby becomes the medium for their expression'. In congruence with 
phenomenology, Dewey rejects the "subject-object" dualism that refers to humans as 
"subjects" and the world as an 'object' (thus separating the organism from their 
environment). Dewey believes that the integration of an artist with their materials is the 
basis for a work of art. As he explains: 
The thoroughgoing integration of what philosophy discriminates as "subject" and 
"object" (in more direct language organism and environment) is the characteristic of 
every work of art. The completeness of the integration is the measure of its esthetic 
[sic.] status ... [it is the] identification with the objective material and constructive 
operation that is the very essence of art. (Dewey, 1934: 277) 
To unite Dewey's theories with those of phenomenology, it can be asserted that an actor's 
medium is their body, and that it is necessary for actors to work to integrate themselves 
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with their body. From the phenomenological perspective, actor training should include a 
focus on this process of integration, for an actor's process is not merely intellectual, but 
involves the actor thinking through his/her body. 
The value of "whole body" thinking in an actor's process is supported by the work of 
the theatre practitioners Barba, Schechner and Linklater. 
InA Dictionary of Theatre Anthropology: The Secret Life of the Performer, Eugenio 
Barba asks: 'Where can performers find out how to construct the material bases of their 
art?'(1991 :8). Barba's answer is that there are common principles ofperformative 
phenomena between cultures which can be found at the "pre-expressive" biological, or 
physical level for, ' ... the "biological" level of theatre [provides the basis] upon which 
different techniques and personal uses of the performer's presence and dynamism are 
founded' (Barba, 1999:1). According to Barba, a performer can "tap" into this biological 
level through' ... the uses of body-mind according to extra-daily techniques' (Barba, 
1999:1). 
Schechner studied Oriental theatre techniques to enrich Western actor training and 
believes that one of the most important lessons Western actors can take from the Oriental 
tradition lies in learning through direct experience in the body. In June and July 1976, 
Schechner spent several weeks studying and training with Indian Kathaka1i performers 
and states that: 
29 
What impressed me most about the methods at the Kalamandalam was the insistence -
not spoken or theorized but omnipresent nevertheless - that the body comes first, that 
performance knowledge enters a person by means of rigorous, continuous, 
rhythmical bodywork. (Schechner, 1985: 229) 
According to Schechner (1985: 216), an actor's learning must first occur in the body, 
rather than the mind, for ' ... to demand to "know" before one can "do" often retards the 
learning process. It locates learning in the head before it gets into the body'. 
The American voice theorist Kristin Linklater (1992: 14) also advocates the importance 
of actors re-connecting themselves to 'the sensory apparatus of the body'. During 
rehearsals, Linklater instructs actors to let the words "play" on their bodies, meaning: 
... "don't think cerebrally ... let the words create an experience in you that you register 
sensorily, emotionally, imaginatively, and that you respond to impulsively." This is 
quite different from "not thinking". It is, rather, whole-body thinking, or experiential 
thinking or incarnated thinking, or the Word made flesh dwelling among us. (Linklater, 
1992:14) 
Thus Barba, Schechner and Linklater all advocate the importance of the "whole body" 
experience in an actor's training and/or rehearsal process. For Barba, the biological 
level of performing is the basis for actor training; Schechner argues that actors should 
learn through their bodies; and Linklater introduces the concept that an actor should think 
with their "whole body". 
Part three of this literature review will describe the ways the Suzuki method works to 
integrate the actor's mind-body: the material basis for an actor's art. 
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Suzuki's approach to the actor's body 
Suzuki's beginnings in theatre led him to focus on the actors' body as the basis of the 
theatrical act. Convinced of the powerful physical consciousness of traditional Japanese 
theatre, Suzuki drew from the techniques of Kabuki and Noh in order to develop his 
training system for modem actors. 
As documented by Goto (1988: 24,38), Suzuki began working in theatre while a student 
at Waseda University in Tokyo with the student theatre company Waseda Free Stage or 
(WFS). The WFS was a part of the Japanese Shingeki (or 'new theatre' movement), a 
Japanese imitation of western, Stanislavskian- based theatre which was focussed on the 
'translation and performance of Western plays ... in the Western Naturalistic style' (Saari, 
1999: 3). As a member ofWFS, Suzuki studied the methods of Shingeki, and began to 
direct performances with the company in 1958. However, Suzuki soon grew dissatisfied 
with the contemporary Shingeki theatre, which he viewed as 'mundane' and 
'predictable', and founded his own theatre troupe, the Waseda Little Theatre in 1961 
(Myerscough, 1986: 8; Goto,1988:31,39). From 1958-1966, in both the WFS and the 
Waseda Little Theatre, Suzuki was involved in a "triangular collaboration" with the 
playwright Betsuyaku, and principal actor Ono creating and performing new surrealist 
theatre works. Goto (1988: 165) states that from 1967- 1971 Suzuki began to develop 
his philosphy of acting based on the concept that it is 'through acting [that] the actor 
comes to encounter his true being'. According to Goto (1988: 165), from 1972 to 1983, 
the director began to assert that the central problem of Shin geld lay in the lack of the 
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actor's physical consciousness, and as a result, he ' ... moved to a more practical 
approach to acting, focusing on the physical aspects'. It was at this time that Suzuki 
began to develop the Suzuki Method. This Method, is: 
... [the] result of work and research that began in 1972 and has continued today. The 
program, based on Japanese uses of the body, consists of a series of rigorous physical 
exercises, which Suzuki calls "disciplines ofthe body" (shintai kunren). (Goto: 
1988,183) 
Suzuki developed his training method to overcome what he describes as the "separation" 
between humans and their bodies that has occurred in modem life, and to reinvigorate 
actors' "animal energy". In Suzuki's terms, animal energy is bodily energy (from humans 
and animals), while non-animal energy is that produced through mechanization. Suzuki 
(1995b: 157) describes modem theatre as fully utilizing non-animal energy, and states 
that: 
As the theatre, either in Europe or Japan has kept up with the times and has come to use 
non-animal energy in every facet of its activities, one of the resulting evils is that the 
facilities of the human body and physical sensibility have been over-specialized to the 
point of separation. 
As a consequence, ' ... man has "dismembered" his physical faculties from his essential 
self, and contemporary actors do not have the necessary sense of the body' (Goto, 1988: 
184). Suzuki believes that theatre needs to be 'physically reinvigorated': 
Today the imaginative or creative expressions of the body are weakened in comparison 
to the past. The five senses, such as smelling and hearing, must have been keener in the 
Heian Period (794-1185) because people did not have electricity, an air-conditioner, and 
other modern conveniences ... However, as a whole the instinctive sensations of the 
body have not been entirely lost... And the expressive art form, theatre, is intimately 
connected with the sensations. Yet I believe that the modern theatre called shingeki has 
not fully investigated this issue. (in Goto, 1988:169) 
Suzuki's beliefs echo Merleau-Ponty's view that "intellectualism" has separated us from 
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our lived world and that there is ' ... the need for a movement of return, a movement 
which carries us back to the origin of the resources of reflection' (Macann, 1993: 183). 
It is this "separation" in modem life that causes an actor's 'diminished awareness of her 
[sic.] being as a whole, integrated unit [which] results in a limited capacity for 
expression' (Becker, 1986: 67-8). Thus Suzuki aims to return a sense ofthe wholeness of 
the human body in relation to the world, and his training exercises are designed to 
increase an actor's physical awareness. As American actor Eric Hill (in Holm burg, 1992: 
9) states 'Suzuki's method ... enables the animal energy of theatre to come out. Western 
acting starts in the head; Suzuki starts with the body. This is the secret door into the 
internal world ofthe actor.' 
In his search for a new physicality in theatre, Suzuki developed his theory that ' ... the 
consciousness of the physical body is the source of Japanese theatre' (Brandon,1978:34). 
Criticizing contemporary Japanese Shingeld performers for having lost contact with their 
own traditional forms, Suzuki began to develop his training method drawing upon the 
techniques ofKabuki and Noh: 
... convinced of the value of the great indigenous Japanese theatrical tra.ditions long 
submerged - and suppressed, Suzuki became determined to revivify the Noh and 
Kabuki forms and their precursors and incorporate them into the contemporary 
avante-garde. (Myerscough, 1986:8) 
Suzuki first discovered the importance of physical consciousness through working with 
the actress Shiraishi whom he saw as embodying the power of traditional Japanese theatre 
(Goto, 1988:167). In this way, Suzuki began to develop his method in order to 
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' ... revitalize the physical consciousness of the actor that characterized the pre-modem 
theatre of Japan' (Goto, 1988:182,183). 
According to Suzuki, physical consciousness developed through rigorous training creates 
a "physiological tension" between performers and spectators which ' ... excites the 
spectator's empathic response and makes him feel he [sic.] directly participates in the 
actor's performance' (Goto, 1988:174). For Suzuki, the problem in Japanese theatre was 
two fold: actors of Shingeki lacked physical consciousness while the actors of Kabuki and 
Noh were required to undertake lifelong study in Kabuki and Noh (from age eight or 
nine) which would only equip them to perform in their one particular style of traditional 
theatre. In order to overcome this dilemma, Suzuki and the Waseda Little Theatre set out 
to unite traditional Japanese physical consciousness with modem habits (Goto: 1988, 
189-90). In Suzuki's words: 
The world of the Shingeki stage is terribly narrow, and it doesn't express Japanese ideas, 
or feelings or attitudes. The actors don't know how. And Kabuki and Noh can't express 
modem ways of thinking. My aim- well, I suppose, it's my hope- is to bring the two 
together. There must be some method to make physical consciousness compatible with 
modem theatre. (in Brandon, 1978: 34) 
In this way Suzuki was hoping: 
... to restore the wholeness of the human body in the theatrical context, not simply by 
going back to such traditional theatrical forms as Kabuki and Noh, but, by employing 
their unique virtues, to create something transcending current practice in the modem 
theatre. (Suzuki, 1995b:157) 
Suzuki set about this task by studying the central principles ofKabuki and Noh, from 
which he created a set of physical disciplines. In this way: 
... the director extracted fundamental ways of using the physical body. He then modified 
these movements to suit the needs of his actors and rearranged them into a systematic 
program of physical and vocal disciplines. (Goto, 1988: 190) 
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Suzuki states that he utilizes techniques of Kabuki and Noh not in order to replicate the 
"form" (or kata) of these styles, but to teach his actors the "feeling" of these styles ' ... so 
the actor can revitalize that marvellous physicality that comes from Noh and Kabuki' 
(Suzuki in Brandon, 1978:32). 
In this way, Suzuki drew on the rich theatrical traditions of Kabuki and Noh, available to 
him as a Japanese director. As Barba observes: 
Contemporary Occidental [Western] performers do not have an organic repertory of 
'advice' to provide support and orientation. They lack rules of action, which, while not 
limiting artistic freedom, aid them in their different tasks. The traditional Oriental 
performer ... has a base of organic and well-tested 'absolute advice', that is, rules of art 
which codify a closed performing style to which all the performers of a particular genre 
must conform. (Barba, 1991: 9) 
This statement highlights the richness gained from working within a tradition and set of 
rules, as Carroll states: 
Japanese theatre, with its 600 year history of physical theatre to draw on, had given Mr 
Suzuki the ground work from which to draw his 20th century equivalent study with its 
definitive outcomes. (Carroll, 1999:53) 
In fact Suzuki believed that physical consciousness was the basis for Japanese theatre, 
arguing that 'even our [Japanese] verbal expression is linked, completely I think, to our 
bodily sense' (in Brandon, 1978:34). For Suzuki, traditional performers' body 
consciousness and 'physiological tension' was based on unification between the body and 
voice, 'where no kind of friction occurs between the word and the body' (Goto: 
1988,175). Suzuki related this idea to Merleau-Ponty's concepts of the voice and body: 
In a 1981 interview conducted by William 0. Beaman, Suzuki phrases this idea that "the 
word is an act of the body" by using Merleau-Ponty's phenomenological view. Merleau-
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Ponty, regarding word and body as two sides of one and the same living phenomenon, 
has theorized that words are produced through the expressive processes of the body. 
(Goto, 1988:179) 
In these ways, Suzuki's training method draws upon traditional Japanese theatre in order 
to overcome the modem separation between an actor's mind and body, and an actor's 
body and voice in order to develop the actor's physicality. 
Exercises for unification and integration 
The exercises of the Suzuki Method develop an actor's bodily expression through an 
holistic approach to the body. At the first level, the training develops physical strength 
and control. Through the training the actor then is enabled to use their body as their 
'frame for understanding'; to unite the body and the brain; to achieve a unified body and 
voice; and to develop a sense of purpose or intention. This section will describe the 
exercises according to the following categories: 
(a) Strength and control 
(b) The body as a frame for understanding 
(c) The body and the brain 
(d) A unified actor: Centre, Voice and Intention 
(a) Strength and control 
At its most basic level, the Suzuki method develops actors' focus, concentration, strength 
and control, for Suzuki views ' ... strength and control to be integral parts of the actor's 
physical consciousness .... [and] these physical attributes are critical aspects of his actor-
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training method ... ' (Goto, 1988:227). The exercises are a series of repetitive activities, 
described by Jack Clay as: 
... a ruggedly physical series of exercises that resemble military drills. Eyes fixed, 
faces immobile, the company stamps and pounds the stage floor with its feet in perfect 
unison, executing complex and exhausting patterns with intense concentration. (in 
Suzuki, ND: 29) 
These exercises, or "disciplines" are ' ... regulated either by verbal commands or by 
the rhythm established by prerecorded music' (Becker, 1986: 72). Goto (1988: 227-8) 
describes the training process in the following way: ' ... it starts with building the strength of 
the body, then moves to building the control of the body, and finally completes with building the 
coordination of physical strength and control.' 
Saari (1999: 70) takes this point a step further in his statement that ' .. the intent behind the 
exercises was to build physical control, discipline, and to increase the expressive power 
ofthe actor's body.' 
(b) The body as a frame for understanding 
The training exercises are designed to develop an actor's awareness and understanding of 
their own bodies in action. The task of the training is to constantly relearn the basics, and 
the exercises serve as 'diagnostic' devices for the actor through which' ... the actor, like 
the dancer, can measure the physical and vocal skills and sense his or her progress. The 
achievement is both objective and subjective' (Carroll, 1997: 56). Saratoga International 
Theatre Institute (SITI) actress Kelly Maurer (in Holmberg, 1992: 11) likens the training 
to a pianist's scales, or a ballerina's positions at the barre, and states that 'Suzuki gave 
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me a set of physical exercises against which I can check myself, like the pianist or the 
ballerina, to find out what needs improving'. In a later interview, Maurer (in Cohen, 
1995:2) also emphasized that the Suzuki Method 'is a diagnostic and a training method, 
not a style of acting', a point reinforced by fellow SITI actor Eric Hill's (in Holmberg, 
1992: 12) statement that: ' ... we [the SITI company] don't practice the method for its 
own sake .. it's a launching pad ... each actor's exploration of his [sic.] art and craft.' 
In this way the Suzuki Method is essentially a way for actors to explore their own bodies. 
In Suzuki's (1986:12) words: ' ... the exercises are intended as a means to discover a 
self-consciousness of the interior of the body ... the actor learns to become conscious of 
the many layers of sensitivity within his own body.' 
(c) The body and the brain 
By focusing on the body, the training redresses the modem "brain centred" view which 
results in a "separation" between the mind and the body. At the first level of the Suzuki 
training, the actor learns through doing rather than through talking or "intellectualizing". 
English academic Allain participated in a Suzuki training workshop in Vicenza, led by 
Ellen Lauren, a guest artist with the SP AC company, and actor/co-artistic director of 
SITI. Allain (1998: 73) describes Lauren's teaching style thus: 
The teaching structure and hierarchy is crystal clear ... you cannot rest unless told to nor 
refuse to do an exercise. There is little talk, and comments are not encouraged. You 
learn with the body, not through verbalised questions. 
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American actress and academic, Becker relates a similar experience during a three week 
Suzuki Workshop at the University ofLouisville in 1985. Becker was taught by Kija 
Kim (who had studied with Tadashi Suzuki in Tokyo) and describes her classes in the 
following way: 
A clear master/pupil relationship was established through her [Kija's] treatment of the 
group and it seemed clear that questions were not to be asked. It was our task to 
silently follow the commands we were given without attempting to obtain 
explanations or to understand the reasons behind them. (Becker, 1986: 106) 
According to Becker (1986: 74, 75) the result of this teaching style is that the training can 
only be understood "in the doing", and thus: 
... the left-brain ceases to interfere with expression by attempting to break the body's 
activity into rational, sequential parts; instead, it allows the holistic, creative right-
brain to inform the activity with expression and meaning. (Becker, 1986:75) 
Cameron (1995: 75) who provides a rationale for Suzuki's stomping (or stamping) 
exercises supports Becker's ideas: 
So often actors keep the energy of their movement in the head, shoulders, and arms, it is 
cerebral and word orientated. Stamping exercises help move expression through the 
body. They reduce conscious thought and increase the whole body's ability to express 
and communicate. 
(d) A unified actor: centre, voice and intention 
The Suzuki Method is designed to "centre" actors by developing a strong centreof gravity 
in the pelvic region, or "hara" (as it is referred to in Japan). In the Suzuki exercises: 
... the foot movements should not affect the rest of the body. The upper torso, head, 
shoulders and arms must be held stable. The pelvic region ... becomes important 
because this is where vertical balance is maintained. (Goto, 1988: 204) 
Thus the actor must: 
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... execute opposing movement with the two halves of the body while maintaining 
controlled, abdominal breathing: while the lower half of the body below the hara is in 
violent motion, the upper half is to be carried motionless and unaffected .... 
(Becker, 1986: 79) 
This causes the actor's body to be thrown into crisis, ' ... a crisis that must be harnessed 
and controlled with one's centre of gravity' (Cohen, 1996:53- 54). As Allain (1998: 66-
67) states: 
Strength comes from the centre, from focused breathing .... Centering is 
constantly reestablished and tested through exercises that "attack" the centre ... 
The center is not imagined but actual, used to maintain balance. 
The aim of these exercises is to integrate the body by focusing on the hara, for 'even the 
breath must originate from this energy source if it is not to interfere with the desired 
activity' (Becker, 1986: 79). In particular, the stomping exercise is designed to draw the 
actors' energy away from their face towards: ' ... the radiating centre of the Suzuki 
style, the pelvis [for] ... concentration on the face, he [Suzuki] says, results in the 
failure to tap into the actor's total physical reservoirs' (Holmberg, 1992: 9). 
The integration of the body also involves the unification of the body and voice. Suzuki 
(1986: 20) explains this point in his book The Way of Acting, stating that 'the goal [of 
the Suzuki Method ] is to ensure and enrich the histrionic unification of the whole 
bodily expression along with the speech'. To this end, the physical training includes 
physically intensive voice-work exercises: 
The master [Suzuki] gives equal attention to breathing and the voice, demanding that 
actors produce what he calls a "bodyvoice"- a richer, deeper, more intense sound than 
that normally used in Western theatre. (Holmberg, 1992:9) 
40 
As opposed to most Western voice training, in the Suzuki Method the voice is never 
practiced alone: 
Since word is the product of the body, speech is part of the actor's physical 
consciousness. Accordingly, the voice is always trained on a physical level, involving a 
maximum degree of control ofthe body. (Goto, 1988: 193, 215) 
In speech training the actors practise their voicework in extreme Sitting Statue and 
Standing Statue positions, described by Goto (1988: 215-6) as 'uncomfortable, yet fully 
controlled positions ... [in which] the entire body should not be rigid or tensed' (Goto, 
1988: 215-6). In these positions 'the voice is considered in terms of energy ... [and is] 
projected linearly- in other words, forward- reflecting the front-facing body' (Allain, 
1998: 75). In his article "Suzuki Training", Allain (1998: 75) provides a detailed 
description of the Suzuki voice-work exercises, stating that: 
Rather than using the voice in a state of relaxation, it is drawn out in positions of 
tension. The voice is added as you fight for balance when one leg is raised, or when your 
stomach muscles are struggling to hold the upper torso up from the floor. By then 
loosening any tension in the upper part of the body, you locate the effort and therefore 
the voice in the lower stomach/diaphragm. (Allain, 1998: 75) 
Through her experience training in the Suzuki Method, Becker (1986: 186) states that: 
My new perception of voice and movement simply as two elements of expression, 
both ofwhich originate in the hara [centre], has erased my sense that they exist in 
opposition. 
In these ways, the exercises of the Suzuki Method ' ... seek to unify the physical body 
with the spoken word, so that the actor's intense, guttural speech becomes simply another 
variety of gesture' (Coen, 1995: 1). 
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The centre of the body and the voice should be powerfully directed by the actor's will 
power, or sense of intention, for the Suzuki Method ' .. .is as much a training of the will as 
it is a training of the body' (Allain, 1998: 66). SITI actors Tom Nelis and Ellen Lauren 
(who have both been directed by Tadashi Suzuki) emphasize this point. Nelis (in Coen, 
1995:4) states that working with Suzuki is about: ' ... getting in touch with my own will 
power. .. [for] .. the larger you can make the obstacle, the more formidable the structure 
is, the greater you are able to be present within it.' 
And Lauren (in Holmberg, 1992: 12) agrees that the training: 
... develops the will. You force the body to do what it doesn't want to, and by pushing 
the body into a vulnerable position, you open yourself up to what's deepest inside. [In 
this way ] ... the training enables me to put myself on the edge physically - to taunt the 
void. 
Thus the training enhances an actor's ability to centre his/her body; to unite their body 
with their voice; and to develop their will power or sense of purpose. 
In these ways, the exercises of the Suzuki Method develop an actor's strength and reflex 
control, thus creating a basis for an actor to learn through their body. The actor can then 
utilize the exercises in order to centre the body, to unify the body and the mind, and the 
body and voice. In addition, the training exercises all focus on developing an actor's will-
power and their sense of purpose. 
In summary 
Suzuki places the actor's body at the centre of the theatrical act, and his theories of 
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theatre parallel phenomenology's emphasis on "whole body thinking" and the 
"integrated" individual. Suzuki's approach to theatre can be illuminated through a 
phenomenological definition of integration, which focuses on the unity of the body and 
the mind. 
Drawing from the traditions ofKabuki and Noh, the exercises of the Suzuki method 
provide a practical way to develop an actor's physicality; and Suzuki's training can be 
seen as an actualization of his philosophy that ' ... a "cultured" society is one where 
the perceptive and expressive abilities of the human body are used to the full; where they 
provide the basic means of communication (Suzuki, 1995b: 155-6). 
Specifically, the Suzuki Method provides an actor with techniques to achieve the 
following: to be able to learn through their body; to unify both their body and mind, and 
their body and the voice; and to develop a strong sense of intention. It is this sense of 
intention that can work to unify an actor's being onstage. In these ways, the Method 
works to integrate the body, mind, voice and will of the actor, and the result is: 
... a feeling of oneness: [in which] there is no perceptible difference between mind and 
body, right- and left- brain, or inner and outer space, or between stimulus and 
reaction, observations and thought, or sense and sensation ... and [an actor] achieves 
the sensation of wholeness and unity. (Becker, 1986: 128) 
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CHAPTER FOUR 
THE WORK OF TADASHI SUZUKI: 
"BECOMING THE FICTION" THROUGH THE BODY 
This chapter will examine Suzuki's use ofhis training method within the SPAC 
company in two parts. Part A will describe the structure and themes of four of 
Suzuki's plays. Part B will then discuss the ways Suzuki trains and rehearses his 
actors in order to produce his distinctive style of theatre. This section will discuss the 
training and rehearsal process ofthe SPAC company within three main areas: 
• the framework of the body 
• the body and the voice, and 
• an actor's sense of intention. 
The material for Part B has been taken from: observations of the SP AC company 
during The International Festival of Art, Toga, Japan (August, 1999), and The 
Shizuoka Spring Arts Festival, Shizuoka, Japan (June, 2000); and from interviews 
with members ofFrank:AAPE. The plays referred to are Farewell Toga Festival and 
Greetings from the Edge of the Earth from The International Festival of Art; and 
Cyrano de Bergerac and Oedipus from The Shizuoka Spring Arts Festival. Actors in 
the SP AC company are referred to by their last name only (as is the practice within 
the company). 
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Part A: The themes and structure of Suzuki's works 
In Suzuki's theatre productions the actors physically represent the inner workings of 
the protagonist's mind, presenting the characters' visions, nightmares and/or 
fantasies. In this way, the actors become the "sculptural form" for a performance, 
and "physically embody" the ideas, themes and emotions of each play. 
Created as a retrospective of Suzuki's works, Farewell Toga Festival was performed 
at the final International Festival of Art (or Toga Festival) in 1999. The scenes ofthe 
play were united by the central characters of an old woman and an old man and 
explored the spiritual illness of the human condition, a central theme of Suzuki's 
works. In his director's notes to King Lear (April 1999), Suzuki states that: 
All the world is a hospital and all the men and women are inmates of that hospital -
this is the belief which has always been the driving force behind my theatre 
creations. fu other words, I regard drama as a form of expression in which a 
dramatist has crystallised his observations, his understanding, of human beings as 
patients .... (Suzuki, 1999: unpaginated) 
The first half of Farewell Toga Festival explored the old woman's (played by actress 
Kuboniwa) "inner life" through the texts of Clytemnestra, John Silver and Uncle 
Vanya. The last half of the play focused on the character of an old man in a mental 
hospital (played by actor Takemori), who was joined by his nurse in scene six 
(performed by actor Kato ). In this production, the characters of the old woman, the 
old man and the nurse represented the "real" humans of the play and the other 
characters onstage were illusionary. As Suzuki (1995a: 1) states: 
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Basically the structure of my theatre is that a person of excessive illusions sits alone 
in a room in real time, sometimes accompanied by an assistant. And the texts of ... 
[the plays] possess him or her. 
This is shown in the first scene of the play in which the character of the old woman 
believes herself to be Clytemnestra. The text is taken from Suzuki's earlier 
production of Clytemnestra in which Clytemnestra 'exultingly declared that the king 
has been brought to justice [and] the Citizens [the female chorus] were stunned by 
her sadistic arrogance' (Goto, 1988 :320). In the Farewell Toga Festival production 
of this scene, the female chorus are presented as "surrealistic visions": for while they 
were dressed in feminine, white, lacy wedding dresses and sunhats, they also wore 
Groucho Marx eyeglasses (complete with plastic noses), moved about the stage in 
huge cane baskets (which covered their upper body) and carried straw broomsticks. 
These women were literally "basket-cases", absurd representations of madness. 
Throughout the scene the chorus women taunted the old woman, and it appeared that 
they were the taunting voices of a nightmare. 
Another example of the presentation of a central character's thoughts was shown in 
scene four and featured the character of the old man. In this scene, the old man 
(played by Takemori) entered alone and smiled as he read the story of 
Kachikachyama, Suzuki's adaption of a short story by the modem novelist Dazai 
Osamu. Osamu's story is an adaption of the Japan folk tale about a Racoon Dog 
(Tanuki) and a Rabbit (Usagi). This folk tale.tells of an evil male Tanuki and the 
good female Rabbit who seeks her revenge on him. As the old man read this story 
his pleasure was that of a voyeur reading a sensuous tale, for, in Suzuki's version, 
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"Rabbit" uses her attractiveness as a way to enact her revenge on "Tanuki". Acting 
out the role of"Tanuki", dressed in a loin cloth and a long black wig, actor Shiohara 
performed an extreme dance of lust for "Rabbit" to the Japanese pop song I want 
you love me tonight [sic.]. As "Tanuki" was dancing the old man read his book and 
smiled as if reading about the dance in the book, and it was clear that this dance 
represented an embodiment of the central character's thoughts. In scene five, the old 
man was joined by his nurse (Kato) making it clear that the old man was in a mental 
hospital and that the audience had been privy to a sick man's visions. 
Greetings from the Edge of the Earth, performed in the outdoor amphitheatre at 
Toga, explored Japanese consciousness through the character of an old man in a 
wheelchair (played by actor Tsutamori). Perhaps the best description of this play is 
from Suzuki's (1994: 1) director's notes for the performance: 
How I look at Japanese inner life as it exists in the subconscious is an important 
aspect of my theatre activities. In this play I have used parts of earlier works that 
deal with those behavioural aspects of the Japanese (who love to dream and need 
stimulation) that have been found to be funny. So it is a newly compiled work 
which includes a collection of people's consciousness as dealt with in other works. 
The story is of an old man, who could probably be called a Nationalist; at one point 
he passionately believes he is at one with the spirit of Japan; at another he quarrels 
about food; at still other times he finds himself impersonating famous people. 
The play included fireworks displays, and epic movement sequences involving over 
thirty actors from the SP AC company; and was performed each year at The 
International Festival of Art, Toga since 1993. For most of the play the old man sat 
in a wheelchair (placed centre stage) as his fantasies were enacted around him. One 
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of these fantasies included crazed Japanese nationalists (played by the male chorus) 
who entered in wheelchairs and echoed the words of their cult leader (taken from 
Beckett's Cascando): 'History, if only it could be thrown away, then we could 
rest ... ' (Suzuki, 1994: 5). The cult members then moved into a circle formation, 
frantically raised their fists in the air, and sang: 
Many people but little land 
Our Japan's woes 
Should be solved by our own hands. 
Let us forge a New World 
In the fire of our fighting spirits. (Suzuki, 1994: 5) 
The "fighting spirits", of the old man's imagination, were then brought vividly to 
life by the female chorus who advanced from each side of the stage, and performed 
violent "statue" movements to Perez Prado's "Voodoo Suite". (This movement 
sequence is often referred to as "Voodoo", and is used as a training exercise within 
both SPAC and Frank:AAPE.) The female chorus were clothed in long red and 
white dresses that stretched behind them on the stage (representing the Japanese 
flag) and created a disturbing portrayal of aggression. 
Later in the performance, the old man's sentimental nostalgia for the past was 
explored when the female chorus performed a dance to the Japanese pop song 
"Karatachi". For, after this scene, the old man declared 'Japanese songs are truly 
excellent' (Suzuki, 1994: 11). The "Karatachi" movement sequence (about a woman 
who has lost her love) featured an elegant movement sequence by a woman (actress 
Chisako) dressed in a white, lacy wedding dress and holding a white parasol. 
Around her, the female chorus moved in a fractured, mechanized style across the 
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stage, appearing as "broken-down dolls". These elements combined to present a 
heart-rending portrayal of the woman's sense of loss. These three scenes, which 
enacted the old man's crazed nationalism, aggressive fighting spirit, and sentimental 
nostalgia for the past, provide an example of the ways Suzuki uses actors to explore 
the themes and emotions of a play text. 
This aspect of Suzuki's directorial approach was especially apparent in his 
adaptation of Cyrano de Bergerac, performed in June 2000 (Shizuoka, Japan). 
Suzuki told this famous French story through the eyes ofthe character "Kyozo", a 
writer who believes himself to be Cyrano. In the opening of the play, "Kyozo" 
(played by actor Takemori) stood within flower covered hedges and fought off the 
attack ofNinja soldiers before sitting down to write and being brought a cup of tea 
by his aging mother. The fight sequence is imagined, for "Kyozo" believes himself 
to be the great fighter, and is living out the story of Cyrano de Bergerac as he writes 
it. Suzuki's version of this story concludes with "Kyozo's" death. The music of 
Verdi's La Traviata provided a score to this production and the setting for numerous 
movement sequences that expanded on the themes and concepts of the play. One of 
these sequences was set to the song "Let's Drink", and featured the male soldiers 
(the male chorus) admiring their female partner (the female chorus). In this 
sequence, the men used their swords to provocatively leer at the women providing a 
stark contrast to the female chorus' graceful and doll-like movements. Due to the 
fact that the men came close to the women but did not touch them, the women 
appeared "untouchable", and the scene presented female beauty being coveted, 
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idolized and removed from everyday life. Thus this scene presented a stylized 
portrayal of men desiring women from a distance. 
Farewell Toga Festival, Greetings from the Edge ofthe Earth and Cyrano de 
Bergerac demonstrate Suzuki's use of theatrical texts as "points of departure" with 
which to explore his own ideas. For Suzuki (1995a:l) believes that: 
Basically words function to stimulate the imagination, the internal world in which 
we indulge, narcissistically in fantasy ... [my theatre] is not a drama in which the 
action follows chronological time or people's psychology changes. The real drama 
is what transpires in the consciousness of someone who may be sitting quietly in 
one moment of time. 
In a departure from Suzuki's usual style of theatre, Oedipus presented a fairly 
conventional, chronological version of Sophocles' famous text to which dream-like 
elements had been added. Presented in the Shizuoka Amphitheatre (in the SP AC 
Performing Arts Park), Oedipus' set of sliding mirrored doors and tatami mats 
created the interior of "Oedipus' palace", while green tea hedges in the upstage area, 
and the natural backdrop of the forest represented the "outside forces" in the play. 
Suzuki chose to keep the central characters (Oedipus, Creon and Jocasta) in a small 
tatami-matted area stage right, for most of the production. He then had the "news-
bearers" ("Tiresias" the blind seer, and "The messenger") enter along a walkway that 
led from the forest to the stage left area. In this way, the entry of the "news-bearers" 
symbolically brought the outside world into the palace (Journal, 14/6/00). 
Despite the fact that Suzuki presented the story of Oedipus in a chronological 
manner, the female chorus did add a super-natural element to the latter part of the 
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production. During the scene in which Oedipus tells Jocasta about his history (the 
terrible prophecy that he would kill his father and marry his mother) the female 
chorus moved though the green tea hedges to the music of a Shakuhachi flute. White 
light flooded the upstage area and the trees behind the stage, drawing attention to the 
scope of the outdoor setting. During this scene the chorus seemed to glide across the 
space, while repeating a menacing arm gesture, thus creating an eerie, ghost-like 
effect. After moving through the space, the female chorus knelt in front of the 
mirrored doors, symbolizing the entry of "the ghosts of the past". After Oedipus 
had met his tragic end, red light focused on the female chorus as they rose from the 
floor, and they repeated their previous arm gestures, making them appear as a chorus 
of demons. 
Thus, as shown in Farewell, Greetings from the Edge of the Earth, Cyrano and 
Oedipus, Suzuki's productions utilize the actors' physical presence in order to 
represent the conceptual landscape of each production. In fact, even Suzuki's more 
conventional production of Oedipus maintained a strong element of fantasy and the 
super-natural. For in Suzuki's works the actor's bodies create "an imaginative stage 
world". Suzuki is able to realize this creative vision through a rigorous training and 
rehearsal process. The next sections of this chapter will discuss the ways Suzuki 
trains and rehearses his actors to create this distinctive style of theatre. 
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PartB 
Training and Rehearsals 
This section will examine the training and rehearsal techniques utilized by the SP AC 
company under the direction ofTadashi Suzuki. It will firstly discuss the company's 
training sessions, and will then focus on Suzuki's rehearsal process and 
performances. Both training sessions and rehearsals will be examined in three parts: 
• the framework of the body 
• the body and the voice, and 
• an actor's sense of intention. 
Training: the framework of the body 
Physical training is the foundation for the work of the SP AC company. Each day 
begins with a training session (usually forty-five minutes to one hour in length) 
followed by rehearsals. Each training session includes the major training exercises: 
the "basics", the "stomp", the "walks", and the "speeches". The "speeches" included 
the exercises of "sitting statues" and "standing statues". (A full description of these 
training exercises is provided in Appendix Five.) Movement improvisation 
exercises, and rehearsals of movement sequences (from current productions) often 
follow these training exercises. During training, Suzuki berates actors ifhe observes 
any drop in energy, and challenges the actors to work harder. 
The training takes the actors' focus back to their physical body as the framework for 
everything that is to follow. As Suzuki (1986: 12) states: 
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The exercises are intended as a means to discover a self-consciousness of the 
interior of the body, and the actor's success in doing them confirms his [sic.] ability 
to make that discovery. The actor learns to become conscious of the many layers of 
sensitivity within his own body. 
The possibilities of the body are explored through the training exercises of "sitting 
and standing statues" (Appendix Five, lines 2485- 2524); and the movement 
exercises referred to as "Voodoo" and "The Walking Statues". These exercises all 
involve the sudden move to a statue in response to musical cues, or the command of 
the trainer. This statue is then held until the next musical cue or command. Through 
my observations of the SP AC company at work, these exercises are: 
... improvisations under high pressure. The actors are pushing themselves to re-
invent movements, and to explore the range of possible movements (for example, 
different arm positions, heights, directions, and chest positions). The actors must 
move very quickly, and with a powerful sense of purpose, and then increase their 
sense of purpose and intention in the stillness that follows. (JournalS/8/99) 
Thus these exercises are ways of exploring different relationships of the body to 
space, and improvising at a high energy level. This exploration occurs through 
physical experience, and is a creative exploration "through the framework of the 
body". 
During training sessions, Suzuki often directs actors to improvise to a piece of music 
while holding objects (for example an umbrella or a sword). These improvisations 
sometimes follow a rough movement plan. For example, in 1997, I observed a 
movement improvisation to a piece of contemporary cello and piano music in which 
the actors moved across the space in a legato, and "poetic" style, responding to the 
music in flowing sequences. In 1998, I also observed actors freely improvising to an 
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1980's French rock song, while they held umbrellas. During this improvisation each 
actor developed his or her own personal movement style. 
These training exercises and improvisations seem to be about discovering the body 
within each moment in time and space, a quality that can also be called "being in the 
moment". In Dance and the Lived Body Horton Fraleigh (1987: 14) describes "being 
in the moment" as: 
... all that I am as I live my body spontaneously in the present moment, not 
noticing, not looking back on it, and not anticipating or imagining it in some future 
state. It refers to my lived and complete wholeness. 
My experience of observing the Suzuki company in training is that they are able to 
achieve this quality of "being in the moment". In June 2000, while observing the 
SP AC company training in "The Shakuhachi" exercise (Appendix Five, lines 2446-
2460), I noted in my journal: 
There was a beautiful sense of calm, stillness and inevitability about the women's 
"shakuhachi" today. No movement seemed pre-empted or planned ... however 
there was a huge difference between the young trainees doing this and the more 
experienced actors. For while the older actors' movements seemed "natural" and 
"simple", the young trainees' movements looked stilted and pre-planned. (Journal, 
13/6/2000) 
Other members ofFrank:AAPE have commented on SPAC actors' ability to "be in 
the moment", as Luc (Mallinger) observed that the SPAC actors ' ... are fascinating 
to watch because ... they're completely engaged with the moment' (Personal 
Interview, 14/7/00, Appendix 3, lines 1220- 1221). This complete engagement with 
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the present moment is through a commitment to each movement and action, as Will 
(Bligh) states: 
Watching the performers [in the SPAC company] has been really valuable because I 
get a sense of what I am searching for - you get a sense of presence, a strong sense 
of focus, a strong sense of commitment on their part. They are giving 100%, they 
are there in that room. (Personal Interview, 14/7/00, Appendix 3, lines 697 -700) 
The result is a remarkably engaging stage presence, and, as Caroline (Dunphy) 
comments, 'you [the audience] are drawn into the actors' world' (Personal Interview 
14/7/00, Appendix 3, line 1664). 
Training : the body and the voice 
Suzuki training takes an holistic approach to the body and voice. For, according to 
Suzuki, it is the actors' body and voice working together which creates a powerful 
performance. As Suzuki (1986: 17, 20) explains in The Way of Acting: 
Expression in the theatre does not merely consist of dance-like motions of the body. 
What makes theatre theatrical involves all the variations of the body when speaking 
[and] .... the goal [of the Suzuki method] is to ensure and enrich the histrionic 
unification of the whole bodily expression along with the speech. 
Suzuki views the energized body as the basis from which the expressive qualities of 
the voice are explored. This is clear in the foundational speech training exercises of 
the Suzuki Method "Sitting Statues" and "Standing Statues", in which the whole 
body is involved in vocal training (Appendix Five, lines 2485- 2524). The fact that 
these exercises are performed on a daily basis confirms their importance within the 
SP AC company. 
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This focus on the unified body and voice also extended into other variations of 
training exercises. During a training.session I observed in Toga in 1998, Suzuki had 
the actress Matsunaga repeat a lengthy monologue (with full characterization and 
expression) while slowly and evenly raising her body, then lowering it to the floor. 
This exercise ensured that her whole body was involved and that it was not just an 
"intellectual" exercise. When Frank:AAPE trained with the SP AC company in 
June, 2000, we were introduced to a new version of "The Voodoo" exercise set to a 
punk rock song which included vocalizations on each movement. While leading us 
through this exercise, lead actor Takemori made it clear that each vocalization is 
intended as an extension ofyour directional focus. The vocalization (a short, defined 
"0" sound ) thus provided a way to link body-focus with voice-focus. 
In June 2000 I also observed new trainees in SP AC performing a movement 
improvisation with an umbrella while saying the speech "Asu" (a Japanese 
translation of Macbeth's "Tomorrow" speech). During this exercise I observed that: 
The actors are able to maintain a powerful, centered voice while listening and 
responding to the music ... so the aim seems to be to link physical improvisation 
with vocal expression. (Journal, 13/6/2000) 
Thus the action of moving and speaking at the same time required the actor to 
experience their voice in relation to their whole body, rather than treating the voice 
as a "separate entity". 
These are some examples of the ways that training within the SP AC company links 
vocal and physical training in order to develop a centered, "embodied" voice. This is 
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also an important aspect of the company's rehearsal process, and will be discussed 
later in this chapter. 
Training: an actor's sense of intention 
One of the fundamental lessons is that the training is not about "form", it's what is 
underneath the form. The training is not about "positions", it's about the internal 
drive ... and it's to do with physicality and what is going on internally. (Will Bligh, 
Personal Interview, 14/7/00, Appendix 3, lines 715 -719) 
From repeated observations of the Suzuki company in training I have come to the 
understanding that the training is not about being "physically skilful" or 
"impressive" (although these are clear results of the training). Rather, the aim of the 
training is to develop an actor's sense of purpose or intention. While observing the 
SP AC company in training it is clear that there is a range of individual differences 
between the ways the actors perform the mechanics of the training exercises 
(Joumal12/6/00). Despite this, the company is united by their sense of determination 
and intention. It seems that it is not "what" actions they are doing, but "how" they 
are doing these actions. As Frank:AAPE company member Lisa (O'Neill) 
comments: 
The thing I notice most about the SP AC actors is their initial attack, their intention 
is very strong. Even if they are not strong -like the young trainees- even if their 
bodies aren't strong yet, and they're not very articulate or precise ... they've still got 
that initial attack. (Personal Interview, 14/7/00, Appendix 3, lines 885 - 888) 
In 1998 I observed the confident physical technique of the "newer" SP AC women, 
and was interested to see that in 1999 they appeared less physically impressive. As I 
noted in my journal: 
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The SP AC girls seem to be "falling apart" in their training, and to be rediscovering 
it. It seems that as soon as an actor becomes "skilled" in the training they need to 
rediscover it. The result is that the actor may not appear as "physically impressive" 
but has a strong sense of intention behind each action. (Journal, 27/7/1999) 
Thus, as Suzuki states, the training is intended as a means for actors to "discover" 
their own body, rather than to "control" their body. This point was clearly 
demonstrated in two training exercises I observed in Shizuoka (in June 2000) in 
which the actors appeared to be physically encountering a force. In the first exercise, 
the "Falling Down" exercise, the actors would drop to the floor and slowly rise, and 
as I noted in my journal: 
The actors appear to be "pushing against" something as they rise from the floor, but 
(at various points) the force overcomes them and they fall down. They are 
investing their whole being into trying to rise, and then failing (at which point they 
cry out). There is no choreography. Instead they are exploring their bodies and 
sense of intention ... There seem to be no "right" ways to do it, each actor has to 
discover it for themselves, and this requires complete and total investment in every 
single moment and movement. (Journal, 12/6/2000) 
The second exercise was a rehearsal of the female chorus' movements in Oedipus, 
involving a repetitive sequence of arm movements. During both of these exercises it 
appeared that the actors: ' ... are not "showing" something, instead it appears that 
something is happening to them . .. they appear to be physically encountering a massive 
force' (Journal, 18/6/ 2000). Thus, these exercises show the SP AC actors increasing 
their sense of intention through physical action. 
This strong sense of determination seems to be developed through the level of 
intensity at which the actors train. After training with the SP AC company in June 
2000 I commented in my journal: 
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Nothing prepares you for the intensity of training with the Suzuki company- the 
pressure, speed and so on, is terrifying ... but it's more than just a "physically 
demanding" exercise, after watching the Suzuki company train and to be training in 
front ofTakemori [the lead actor and trainer] raises the stakes .... The feeling is of 
a deep questioning of yourself at each moment - can you match this experience and 
this setting? .... The speed of the exercises also means there's no time for artifice -
you just have to do what you can do with your whole spirit. There's no time to 
worry if you're doing it "correctly" or to worry about how you look, you just have 
to be there with 100% of your being. This is what I felt I was being challenged to 
do in training yesterday. (Journal, 13/6/2000) 
These observations of the SP AC company in training demonstrate Suzuki's 
commitment to a training process in which actors learn through their body, unify 
their body and voice and develop their sense of determination. The next section of 
this chapter will discuss the ways these three aspects of the SP AC company's work 
are enhanced and extended through Suzuki's grueling rehearsal process. 
Rehearsals and performances: the framework of the body 
Suzuki develops the movement sequences for his performances through training and 
improvisation exercises with his actors. In 1998, I observed a rehearsal in which 
Suzuki directed the actor Shiohara to improvise to a French rock song (from the 
1980s) while holding an umbrella. The resulting movement sequence was in 
Shiohara's own style of extreme, comic movements. During the rehearsal Suzuki 
was challenging Shiohara to be more "centered" and have more commitment to the 
movement, but Suzuki never specified the choreography, and Shiohara created the 
whole sequence in his own style. I later observed Shiohara perform polished 
movement sequences in his distinctive style as part of SPAC's Kachi Kachi Yama 
(1998) and Farewell Toga Festival (1999). 
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Suzuki undertakes a similar process of movement improvisation to develop group 
movement sequences. The SP AC actress Hosomi related (in Journal 30/7 /99) that in 
rehearsals for the "Karatachi" movement sequence (from Greetings from the Edge 
of the Earth), Suzuki asked the female chorus to improvise around the concept of a 
'broken doll' and the emotional theme of 'sadness'. The resulting scene in 
Greetings from the Edge of the Earth shows a rich variation of individual versions of 
the movement. As the female chorus moved across the stage in this scene, the actress 
Chisako performed a short movement improvisation as the "woman who has lost 
her love". Wearing a white lacy wedding dress, and holding a parasol, Chisako 
created a movement sequence that explored the idea of "feeling rain". The male 
and female chorus movement sequence in Cyrano de Bergerac also shows actors 
performing their own interpretations of a theme. fu this scene: 
... each actor is exploring the theme in their own way. For example, Okomoto's 
leering male is coarse and overt as he provocatively moves his hands around the 
actress next to him, while Mishima's soldier seems repressed, restrained, and shows 
a kind of"awe" for the woman he is coveting. In the same way, the women present 
different versions of femininity. (Journal, 6/6/2000) 
(Some other improvisation exercises I observed in 2000 included the "Falling 
Down" exercise and an improvisation to a punk rock song, and appeared to be 
developmental stages for future SPAC productions.) In these ways, Suzuki's use of 
movement improvisations within training sessions and rehearsals allows actors to 
develop their own physical interpretations around a theme; and Suzuki creates 
movement sequences for his productions through the framework of his actors' 
bodies. 
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Rehearsals and Performances: The body and the voice 
Suzuki puts great pressure on his actors to develop a powerful and engaging body-
voice in his rehearsal processes. I observed a clear example of this when Suzuki was 
directing Kuboniwa in scene three of Farewell Toga Festival: 
Suzuki then worked with Kuboniwa on a particular line and concentrated on her 
body. He demonstrated the movement he wanted- a powerful stance, and then 
performed a crude send up of Kuboniwa's movements (in a crouched position in 
which he appeared "victimised"). Kuboniwa then performed the action over and 
over again and the speaking of her line became more powerful and assertive. 
(Journal, 28/7/1999) 
Later in the rehearsal process, Suzuki was unhappy with Kuboniwa' s performance 
and his comments to Kuboniwa included 'It's not interesting', 'You're not putting 
enough effort into it', and 'I don't believe what you are saying ' (in Journal, 
28/7 /99). In order to improve her performance, Suzuki had Kuboniwa perform 
standing statues on a wheelchair, and gruelling "Rollover Statues" (Statues which 
begin from a lying down position) during the middle of rehearsal. During these 
exercises she was saying her speech with full expression and characterisation. These 
exercises develop an actor's "connection" to each line as their whole body and spirit 
is involved in the action. In addition, the act of moving the body quickly and 
stopping gets the imagination activated through the body. Suzuki utilized a similar 
rehearsal technique during rehearsals for Cyrano de Bergerac (2000) with the 
actresses Kuboniwa and Takeuchi: 
In the rehearsal today Suzuki had Kuboniwa and Takeuchi perform their scene over 
and over again, while declaring "It's not interesting". Both Kuboniwa and 
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Takeuchi seemed to have become "settled" in this scene and needed to bring it to 
life again and to "raise the stakes". After repeating the scene over twenty times, 
and rehearsing lines in "One Legged Statues" [a variation on the "Statue" exercise], 
Kuboniwa's line "What type of person is Roxanne?" seemed to have a greater 
importance for her. (Journal, 8/6/2000) 
Even after the performance had opened, Suzuki was not happy with Kuboniwa' s and 
Takeuchi's performance and called extra rehearsals in order to develop their 
'imperative to speak' (Journal, 10/6/2000). Suzuki's use ofthe "Statue" exercise 
during rehearsals challenges the actor to involve their whole body in the 
development of vocal expression; and develop an actor's ability to unite their body 
and voice through a powerful sense of intention and determination. 
The successful unification of the body and the voice were powerfully shown in 
Kuboniwa's performance as the "old woman" in Farewell Toga Festival. In the 
opening speech the "old woman's" voice and body were deep and dark creating the 
sense that she had undergone a great personal tragedy. Then, after being taunted by 
the female chorus, the old woman began to physically respond to the nightmare 
around her. Reacting to a change in the music, the "old woman" moved forward 
changing her body sensibility to one of aggravated, intense awareness. Her body 
seemingly "came alive" in response to the disturbing visions around her; and it 
appeared that her body compelled her to speak the next line. This scene created the 
impression that the female chorus' taunts had entered the "old woman's" body and 
emerged as the spoken text. The disturbed quality that had been building in the body 
of the old woman expressed itself in her voice, and she appeared to be possessed by 
the words she was speaking. 
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Takemori who played the character of the "old man" in Farewell Toga Festival 
showed a similar change in physical-vocal sensibility. After viewing "Tanuki's" 
lust-filled dance for "Rabbit", the "old man" commented on the action then, as if to 
consider his comment, moved to a seated "thinking" position. (His arms were 
crossed in front of him, and his back caved in, creating an introspective position 
which represented a character absorbed in thought.) Next an alteration in the "old 
man's" body seemed to reveal a new understanding before he began to rise as he 
spoke about his view of"Tanuki". As he rose, his body took on an excited and lively 
temper and it appeared that the thinking position and slow rise had informed his 
voice and body. These characters of the "old woman" and the "old man" were 
brought to vivid life through the skills of the actress Kuboniwa and the actor 
Takemori; for these actors have developed the ability to use their voice and body 
holistically, and make it appear that their characters are "thinking through their 
bodies". 
These powerful performances can be seen as a result of Suzuki's approach to the 
voice in which the voice is viewed as an extension of an actor's physical expression. 
3. Rehearsals and performances: an actors' sense of intention 
The SP AC actor's sense of determination developed through training sessions 
continues to be rigorously challenged through Suzuki's rehearsal process. 
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During a rehearsal of "Tanuki's" scene in the production Farewell Toga Festival 
(1999), Suzuki put the actor Shiohara through a grueling process. As I noted in my 
journal: 
Shiohara's dance is amazing to watch, but Suzuki was not happy with it. He told 
Shiohara that it was "too playful", and that it didn't have enough power. At many 
points he stopped the dance, and used a sword to demonstrate the powerful 
intention he wanted. Suzuki explained that each movement and position should 
have the same power as the act of bringing the sword into a position. In retrospect I 
can see that Shiohara's movements were indeed too overt and playful, he was just 
playing a "crazy man". A very interesting part of this process was that, while the 
overall structure stayed the same, the actual movements changed considerably. This 
did not occur because Suzuki was dictating new movements. Rather, Suzuki was 
dictating a different sensibility. In essence, Suzuki was asking Shiohara to dredge 
up something more from inside himself. (Journal, 4/8/1999) 
In this way, Suzuki is more interested in an actor's sense of purpose behind a 
movement rather than the movement itself. In a similar way, Suzuki had the actress 
Aiba repeatedly rehearse her movement improvisation during rehearsals for 
Greetings from the Edge of the Earth: 
Suzuki was not happy with Chisako's performance and made her perform her 
movement improvisation a couple of times during the rehearsal, severely berating 
her. Then after the rehearsal (and after he had given the actor's notes for the 
performance) Suzuki instructed the company of actors to sit in the auditorium while 
Chisako performed the improvisation. The pressure on Chisako was enormous ... 
(Journal, 26/7/99) 
During this rehearsal Chisako performed a quite impressive and elegant arm 
extension, but Suzuki was not impressed and told her "You're not becoming the 
fiction ... You need to enter the fiction", and I commented in my journal that: 
... when Chisako first performed the improvisation she looked impressive. 
However, after Suzuki had pushed her, the movement became otherworldly and 
moving. Also the movement changed from an overt sweeping action to the tiniest 
tum of her hand, which represented for me a poetic representation of feeling rain. 
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Her intention seemed to go from "I'm performing a pretty movement" to "I'm 
within the fiction of this woman". (Journal, 26/711999) 
Suzuki's process is indeed brutal and targets the actor's ego, for Suzuki never allows 
actors to relax or to rest on their laurels, and puts lead actors ( who have performed 
in his company for up to fifteen years ) under the same, if not more pressure, as the 
newer actors. In reference to Suzuki's rehearsal ofKuboniwa and Takeuchi (for 
Cyrano de Bergerac) I wrote in my journal: 
This is a humiliating process if the actor has become too involved in their own 
ego ... In effect, Suzuki is stating "Your position in this company, your past 
performances and accomplishments as an actor mean nothing, it's all about this 
moment right now". (Journal, 8/6/2000) 
Suzuki's process is intentionally harsh, but does produce extremely powerful results. 
For example in the production Oedipus, the female chorus seem to become the 
"terrifying forces" of the play: 
Chisako and Tateno are absolutely terrifying in this dance, when Chisako draws her 
hand back it is terrifyingly powerful. Her whole being seems to be committed to 
encountering a larger force than herself, and she appears to be encountering the 
mythical. (Journal, 13/6/2000) 
In my view, Suzuki's harsh rehearsal approach encourages actors to find more power 
within their own performances, and to commit their whole being to something 
"larger" than themselves. 
Summary 
In these ways, Suzuki's directorial process places an emphasis on actors reaching an 
understanding through their bodies, and on developing "integrated actors" whose 
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body and voice are united through a sense of powerful intention. It is through this 
process that Suzuki is able to develop actors who are committed to each moment and 
are able to, in his words, "become the fiction" of each performance. 
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CHAPTER FIVE 
FROM MYTHICAL TO MODERN 
FRANK:AAPE'S THEATRE PRODUCTIONS FROM 1993 - 2000 
The period between Frank:AAPE's first production, The Romance of Orpheus in 
1993, and their Rashomon in 2000 shows a progression from mythical, classically 
styled performances towards modernist versions of traditional texts. 
Frank:AAPE made its debut on the Brisbane theatre scene in November 1993 with 
The Romance of Orpheus, a movement based theatre work described as 'a solemn 
fusion that equalises movement, music, drama and vocal declamation' (Kelly, 1994: 
24). The performance celebrated the epic nature ofthe myth of Orpheus in 'a primal, 
almost Dionysian work ... ' (Dent: 1994, 34) with ' ... marvellous group ritualistic 
elements' (Olivia Stewart, 1993: 15). Kelly (1994: 18) commented in The 
Australian that: 
Jacqui Carroll's Suzuki work has been used in a dance idiom that is classically 
spare and disciplined, with energy controlled and released through ritualistic 
movement. While enacting the fable of death, the maiden and the lover, the 
principals are subsumed into a communal rite. 
Drawing on Jacqui's extensive dance background, The Romance of Orpheus 
provided the director with a transitional step between dance and theatre. Her 
successful move into theatre direction was firmly established with Frank:AAPE's 
next production Macbeth: Crown of Blood (first performed 1995). This 
performance saw Jacqui utilizing Suzuki trained actors in a distilled theatre form 
that focussed on Shakespeare's text. Mercer (1995a: 17) wrote that the work 
'concentrates on conveying the psychological and emotional essence' of the play 
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with the 'script pared down so that ... every scene focuses on Macbeth's internal 
journey'. Nemeth (1995: 34) also noted the "pared-down", distilled nature ofthis 
production stating: 
Jacqui Carroll is making theatre history with her spare, bold presentations of the 
classics though the combined media of acting, movement, [and] music ... Macbeth: 
Crown of Blood is a visually stunning, imaginative yet pure distillation of 
Shakepeare's tragedy. 
It's important to observe that the elements of myth and ritual were still integral parts 
of the work, for as Kelly (1995: 15) stated: 'Carroll's use of Suzuki drives straight 
to the heart of the mythic content, amplifying the ritualistic and emotion impact 
while retaining the magnificence of the language'. 
In 1995, Jacqui continued to develop her style of"distilled", mythical theatre with 
The Tragedy of Oedipus. According to Galloway (1995b: 11), Jacqui's directing 
style 'cut the play down to essentials. The Suzuki movement, severe, intense, 
measured, choreographed to an intricate percussion score, re-invested the play with 
the potency ofritual. .. ' Mercer (1995b: 29) further commented: 
Stripping back this well-known tale to its barest elements, they have created an 
exciting theatrical spectacle which ... moves at an unrelenting pace ... Moving 
groups of actors seamlessly created one striking tableaux after another. 
Frank:AAPE's next work, Romeo and Juliet (first performed in 1996) remained 
pared down and minimalist in style, but also introduced a new dream-like, dark 
mood into Frank's repertory, presenting Shakespeare's text as a "gathering of 
ghosts". Kelly (1996:16) wrote: 
Frank's is a cut-down version of Shakespeare, selecting aspects ofhis texts to set a 
nocturnal mood of darkness and dreams ... The performers glide through doomy 
shadows, drifting across the stage space with the uncanny effect of wraiths in a 
Chinese ghost movie ... The chorus-work is excitingly controlled and focussed, and 
the benefit of Frank's boot-camp training discipline is evident in sonorous voices 
and the profound energy which erradiates from their smallest gestures. 
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Salome (first performed in 1997) showcased the distilled performance style and the 
stylized movement and voice work that had become trademarks of Frank's 
performances. In addition, this performance marked Frank:AAPE's first exploration 
of humorous and quirky performative elements. Russell Starke (1998:22) 
commented that in the performance 'dancers move with an angular slowness 
reminiscent ofJapanese classical forms .. .' and Harris (1998: 12) described the play 
as: 
Greek tragedy with the aesthetics of Noh ... Carroll and her design team have given 
the play a stark simplicity offset by lavish costuming and lighting which offers a 
layer of mystery and allows the voices to reign supreme. And what voices. The cast 
has been trained to classic theatrical vocalisation, deep and rich from the 
diaphragm ... and the Suzuki stylisation's of movement through the work 
... [present] sleek symmetry, commentary on mood and message, [and] sculptural 
bodies. 
Against this epic background, Salome's dance (performed by Lisa O'Neill as 
Salome) presented a new element summarized by Stewart (1997: 15) as 
'unconventional', 'quirky and cheeky'. Kelly (1997:21) further depicted the dance 
as: 
... a quirky and menacing piece of spiky choreography, somewhere between a pub 
strip show re-created by a teenager who has learned sexiness from exercise videos, 
crossed with the angular arrogance of a posing catwalk queen. While powerfully 
sexual, O'Neill is sinister and weirdly inhuman : Lolita with attitude, a Bond-girl 
clone turned dominatrix. 
These new modem and humorous performance elements were developed in Heavy 
Metal Hamlet (first performed for the 1998 Olympic Festival: A SeaChange [sic.]). 
For this work, Jacqui merged a pared-down version of Shakespeare's text with 
Heavy Metal music, placing Hamlet centre stage on a throne-like tower. As Serantak 
(1998: unpaginated) described it: 
Hamlet sits on top ofhis throne of madness and melancholy, looking like a cross 
between a viking prince and a glam rock star. To his right, on the stage below, a 
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Marshall Stack makes its Shakespearean debut, voiciug out guitar riffs at appropriate 
moments. 
This production took a light-hearted approach to the tale of the Prince ofDenmark, 
revealing parallels between Hamlet and the modem disillusioned youth who listens 
to Heavy Metal music. Doug Leonard (1999: 12) commented that: 
This adroitly truncated version did not claim to represent the whole of 
Hamlet, but instead cheekily rendered the mythos of Hamlet to modem 
minds in terms of popular culture. 
The quirky elements introduced in Salome evolved into overtly strange 
interpretations of characters with Ophelia presented as 'a giant music box dancer, a 
plastic ballerina princess' (Serantak, 1998: unpaginated) and Denmark shown as a 
surrealist world people with strange, dark characters. Kelly (1998: 23) described the 
play as ' ... a space odyssey travelling beyond humanity in the magic-realist way of 
a Gabriel Garcia Marquez text. .. with the same ironic humour' (Kelly 1998: 23). 
These surrealist, modernist and comic elements reveal Jacqui's new direction as a 
theatre director. In describing her objectives for Rashomon (first performed in 
2000), she stated: 
content ... 
I'm trying to introduce abstract wit ... [and] a new form into the works. To keep 
looking at other possibilities so that we don't get stuck in a very nice "form 
rut" ... leaving us open to engage in an endless investigation of form and 
(Personal Interview, 12/7/2000, Appendix Two, lines 201- 204) 
In 2000, Frank:AAPE 's performance style reveals a new approach to form which 
includes a non-linear, approach to narrative. Carroll explains that the aim of this 
performance style is designed so that: 
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... the audience doesn't know what is going to happen next. .. so that you're 
always ahead of the audience, and you don't present the obvious. (Personal 
Interview, 12/7/2000, Appendix Two, lines 222-224) 
Thus, since Salome in 1997, Frank:AAPE' s classical style has developed into a 
more modernist approach to the story, themes and play-text which involves the 
incorporation of more comic elements. This progression has culminated in the 
performance of Rashomon (2000) which presented an eclectic mix of styles, 
approaches and ideas, combined with a dark humour. Observing the development of 
Frank:AAPE's performance style, Patricia Kelly (2000: 28) reported: 
Not only are the rigorous gestures becoming more liquid in their mesmerising and 
silent glidings, and the actors developing individual vocal styles, but an element of 
humour, however black, is casting a sliver of relief on the narrative's dramatic 
intensity. 
It entered in Salome, become more overt in Heavy Metal Hamlet and is in full 
bloom in this dark tale delivered with space for the imagination to fill in its own 
violent details. 
These seven works, Orpheus, Macbeth, Oedipus, Romeo and Juliet, Salome, Heavy 
Metal Hamlet, and Rashomon, form Frank:AAPE's repertory from 1993-2000. 
Despite the clear development of style from 1993 to 2000, all ofFrank:AAPE's 
performances have been characterized by a "pared down", minimalistic and 
heightened performance style that features powerful, stylized vocal work based in 
the physical body. 
The company's training in the Suzuki Method has been an integral part of realising 
this style of performance, and the following chapters will document the ways 
Frank:AAPE's training and rehearsal processes work to achieve these results. 
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CHAPTER SIX 
THE SUZUKI TRAINING WITHIN FRANK:AAPE 
Introduction 
This chapter focuses on Frank:AAPE's approach and application of the Suzuki Method 
within the company training sessions. Firstly it will discuss the company's choice of the 
Suzuki Method as the basis for the company's work, and will then describe the central 
components of Frank:AAPE's application of the Suzuki Method: 
1. thinking through the body 
2. an holistic approach to the body and voice 
and 3. an actor's sense of intention. 
Why the Suzuki method? 
Long-term, regular training in the Suzuki Method has been the central focus of 
Frank:AAPE since its establishment in 1992. The company trains at least twice a week (in 
three to four hour sessions), and for one to two hours before a weekend rehearsal. In 
addition, during performance seasons the company trains for around forty-five to sixty 
minutes before each performance. This training structure has been maintained since 1992. 
(A description of the major exercises of the Suzuki Method are provided in Appendix 
Five.) 
John and Jacqui were initially attracted by the Suzuki Method's synchronicity with their 
dance background, and John stated that at the time he encountered the method he was: 
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... looking for a type of disciplinary training which would involve the training 
methodology which I'd experienced as a dancer. .. When we [Jacqui and John] first found 
the Suzuki technique we were really struck by its synchronicity with our dance technique. 
(Personal Interview, 12/7/2000, Appendix 2, lines 378- 382) 
In pursuing their aim to develop a theatre company, Jacqui states that she and John adopted 
the Suzuki Method because it is 'essential ... that actors have a coherent training 
methodology within the whole group', and asserts that they chose the Suzuki Method 
because: 
I have never encountered a methodology as defined, as philosophically sound, as rigorous 
and as probing as the Suzuki Training Method. I believe that the actor needs a solid craft 
as a basis. The actor needs to have a common language with the group and the director, so 
that the directions can be acted on with a common sense of purpose. (Personal Interview, 
12/7/2000, Appendix 2, lines 109 114) 
Jacqui and John both agree on the importance of committing to one training system, as 
John states 'I think once you find a system that works you really should stick to it and find 
out the truths within that system, rather than hopping from bush to bush like a butterfly' 
(Personal Interview ,1217/2000, Appendix 2, lines 386- 387 ). Frank:AAPE company 
members, who have all made a long-term commitment to training sessions, also emphasize 
the importance of training together as an ensemble. Emma (Pursey) observes that a major 
strength of the Suzuki Method is that it provides 'an ensemble basis' and comments further 
that when an ' ... ensemble trains in a rigorous training method amazing things can be 
accomplished' (Personal Interview, 1417/2000, Appendix 3, lines 1953- 1954). Lisa 
(O'Neill) observes that the exercises are designed ' ... to tune everyone in together' and 
states that this is valuable because it means that 'everyone is working together with a 
similar goal in mind, a similar aim' (Personal Interview, 1417/2000, Appendix 3, lines 910-
914). This results in what Kathleen (Doyle) describes as a 'common language', stating 'I 
think the Suzuki Method is useful in that it provides something common for the group ... [it 
is] a common language ... it means that you can delve deeper into things in a communal 
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way ... ' (Personal Interview, 1417/200, Appendix 3, lines 1074- 1075). Thus the training 
brings company members together to develop common skills for performance, as Conan 
(Dunning) asserts: 
The purposes of the exercises, speaking as a whole, are to prepare you for the stage. To 
prepare you in terms of voice, body, being able to work freely and skilfully, and, through 
that, with imagination ... when you get onstage the training should speak to the 
performance .. so it's almost like a dialogue between performance and craft. (Personal 
Interview, 14/7/2000, Appendix 3, lines 1292) 
And in J acqui' s words: 
Everything which the company [Frank:AAPE] does is achievable because the Suzuki 
training puts the actor in the right frame of mind, the right frame of body, and the right 
frame of voice to achieve these things. (Personal Interview, 12/7/00, Appendix 2, lines 
117- 119) 
Frank:AAPE are involved in a committed study of the Suzuki Method through bi-weekly 
training sessions, and regular trips to Japan to observe and/or train with the SPAC 
company. As a result Frank:AAPE's training maintains strong similarities with the training 
of the SPAC company, while at the same time developing their own training style. 
1. Thinking through the body 
Jacqui and John's training style focuses on: physical experience as the first stage of 
learning; the importance of a "thinking" and responsive body; and on the integration of the 
body and the mind. Rejecting the typically western, intellectual, approach to theatre, Jacqui 
and John focus on an actor's physical involvement in the exercises. Asserting that most 
western training is "too intellectual", John states that: 
The body must learn first. The mind is really the vehicle through which our history is 
analyzed- the initial learning must be experiential, and the ultimate experiential [process] 
is really in the body ... The mind then collates all that experience to analyse all those 
situations. (Personal Interview, 12/7/2000, Appendix 2, lines 321- 325) 
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This belief in the importance of"body-learning" is realized in Jacqui and John's teaching 
style which involves repeated physical contact with the actors. This physical contact 
provides actors with a physical experience of the way their body is (or should be) working. 
For example, during training sessions Jacqui and John will often hold an actors' stomach or 
hips in order to help them focus on their centre, make adjustments on arm positions, and 
massage actors' shoulders to release tension (Journal, 19/4/00). 
A particular focus of Frank:AAPE's training is on the "thinking" or "listening" body, and 
provides a physical experience for actors to return to an awareness of their own body. As I 
noted in my journal: 'The training is not a "performance". Each actor is deeply involved in 
each exercise and is working to examine their own body in action' (Journal, 14/8/2000). 
This process aims towards developing an actor with a responsive body that is free from 
tension; and Jacqui and John have developed many of their own variations of the exercises 
in order to focus on these factors. 
Generally, when an actor begins training with Frank:AAPE they develop their strength and 
physical control. However, once these elements have been addressed, the actor can begin to 
develop a physical sensitivity. Emma describes her process thus: 
I've reached a level now where I've done those hard yards of just going "hard-core" in a 
way and now Jacqui's saying "be a little more refined about it". Which is also really hard 
because it means letting go of that "gung-ho" attitude ... You might not feel as if you are 
working as hard, but you've got to learn to let that attitude go in order to relax into your 
body. (Personal Interview, 14/7/2000, Appendix 3, lines 1890- 1895) 
During training John encourages experienced trainees to develop softness, and to "listen" 
through their body. For example, during "the walks" exercise John challenged Caroline 
(Dunphy), Lisa and myself to work with a "softness". As I noted in my journal: 
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John encouraged Caroline, Lisa and I to have a softness in the legs (to release the tension) 
in order to have a "truer" strength. Ideally, it should feel as ifthere is a flow of energy that 
is rising from the floor which "enlivens" the body. (Journal, 10/5/00) 
Thus, at a certain point in the training, the actor can begin to release the tension in their 
body in order to listen to their own body. As Lisa explains: 
The training releases the tension out of your body. I'm speaking from a dancer's point of 
view - I've been working with the body for a very long time, and I try to focus on ... 
releasing the tension out of my chest into my stomach. And I find that if that tension is 
released you can "hear" what you are doing better: you can hear physically and vocally 
what you are doing ... (Personal Interview, 14/7/2000, lines 839- 844) 
According to Caroline, this releasing process ("dropping down into your body") is a way to 
find the body's true centre: 
For me, I suppose the main purpose [of the Suzuki Method] is to really get the human body 
to speak, and to feel from its true centre ... First and foremost, the exercises are designed to 
lower your centre of gravity as a person. By physically finding ways to do that with your 
body ... eventually your thinking goes with it. It's not so much focused in your mind but on 
a feeling within your body ... So the exercises are ways to "drop" down into your body. 
(Personal Interview, 14/7/2000, Appendix 3, lines, 1550- 1562) 
I experienced the meaning of this concept during Frank:AAPE's training and rehearsal 
intensive in Karnak (Far North Queensland) in July 2000. At this time I had far too much 
tension in my upper body which was not allowing me to "drop down" into my centre. This 
was particularly obvious during the "stomp exercise" (Appendix Five, lines 2447-2461), 
and I related the experience in my journal: 
After the stomp Jacqui talked to me about the importance of being "inside" the stomp 
rather than ''trying to do it". The ''trying" attitude shows itself by tension in the shoulders 
and a higher centre of gravity- and is coupled with a "beating" of the ground rather than 
an "embrace" of the ground. During the stomp Jacqui told me that I was doing the former, 
and needed to allow myself to "enter" the stomp, stating "Don't try to do it, just be it, enter 
the movement. ... You should not be doing the movement, you are the movement ... 
Instead, you are clutching onto the movement rather than being in the moment". (Journal, 
2/7/2000) 
The next day I felt the result of this new approach: 
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Today I focussed on Jacqui's note from last night, and felt completely different during the 
stomp - I was able to find an "inner calmness" especially in my breath. By allowing 
something to happen I felt less tense, and less "controlling". The movement felt simpler 
and more straightforward. It seems that the way to do this training is "without fuss". 
(Journal, 3/7 /2000) 
As tensions in the body are released, the body is able to be more responsive to the 
environment around it, and to other people in the space. In order to develop physical 
responsiveness, Jacqui and John often have the actors train with their eyes closed for 
specific exercises. For example, the company often does the slow, gliding walk of the 
"ten-tek-a-ten exercise" (Appendix Five, lines 2463-2471) in pairs with one person 
walking backwards with their eyes open (the leader) and the other walking forwards with 
their eyes closed (the follower). The leader places their hand on the follower's upper chest, 
and the follower is required to "listen" through their upper chest in order to walk in a 
straight line. This exercise ' ... brings awareness into the body ... [and] forces you to stop 
listening to your brain and to listen to the information coming in via the body' (Journal 
15/5/2000). Another exercise executed with the eyes closed is the "walking statues". In 
this exercise (a Suzuki company training/performance exercise developed for the 
production Greetings) the actors "glide" across the space holding a statue position (which 
involves the whole body). The actors then change their position three times (to the 
command of three drumbeats), hold their third statue, and continue across the room until 
the next command. During training, Jacqui and John sometimes ask the actors to close 
their eyes during the statue changes in order to ' ... make sure that their focus is in the body, 
rather than in the eyes and head, to ensure that the eyes [and intellect] don't take over the 
action' (Journal, 10/7 /00). The act of closing the eyes means that an actor's focus is 
centred in their body, rather than their head. When creating a statue, an actor can become 
over-concerned with "planning" the movement rather than simply doing the movement. 
77 
Performing this exercise with one's eyes closed brings the focus firmly back to the body. 
The term "planning" a movement describes the act of "over-intellectualizing" the training. 
An important lesson for actors in Frank:AAPE training is to avoid "over-thinking" their 
actions. Jacqui often emphasizes this point in training stating, "don't just do it, experience 
it" (in Journal, 1 0/5/00), meaning that the actors are required to "listen to" the information 
coming in through the senses of their body. 
One exercise focused on physical response is the "pretzel" exercise in which the group 
forms connected positions halfway through the "ten-tek-a-ten", and maintains this position 
as they walk together in a line (the position ends up looking like the interconnected parts of 
a pretzel). Whilst forming a position with the other actors, each actor has to be "in the 
moment", responding and "listening" to what is happening, rather than planning what they 
will do or "intellectualizing" a position (Journal 25/11/99). Another exercise focused on 
responding to others is the "swapping sword" exercise performed during the "ten-tek-a-
ten". In this exercise actors hold a sword and begin the "ten-tek-a-ten" slow gliding walk. 
Halfway through the exercise John stops the action and directs the actors to exchange 
swords with someone near them to a certain number of counts. However it is not specified 
with whom each actor will exchange their sword, and often two people approach one 
person and another is left alone. During this exercise the actors must pass the sword slowly 
and evenly, and as I observed, it's quite a challenge to stay calm: 
This is quite a tricky exercise, but according to John the key is "Don't panic- it's about 
listening. If you're listening to your partner you won't have any problems. The problems 
come when you panic and 'grab'". If you are anticipating the movement and worrying 
about it then you cannot listen to the moment and be within the moment. If you are calm 
and listening then there seems to be plenty of time. (Journal, 30/8/2000) 
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Thus, this exercise forces actors to respond to each moment as it arrives rather than to 
anticipate or pre-plan their actions. 
John explains that Frank:AAPE's emphasis on the "listening body" is a way to 'to loosen 
up the actor [and] to give a sense of possibility': 
We do a lot of exercises with our eyes shut, so we gain greater awareness of sensory 
experience. Other exercises where we'll actually reverse things. My conception of the 
Suzuki training is that it is not a fixed thing ... One of the greatest aspects of the training 
I've seen as it's developed within our company is that in order to gain strength and power 
you have to be listening harder. So you have two forms of energy flow - one energy flow 
going out, and the other is the energy flow coming in, the modulation of what you are 
doing or the feedback mechanism, so to speak.(Interview, 12/7/2000, Appendix 2, lines 
503- 512) 
Through continuous training, Frank:AAPE's directors and actors aim to redress western 
theatre's over-emphasis on the intellectual, and to re-balance the mind-body partnership so 
that both are equal parts of an actor's process. As Emma affirms: 
I think the purposes of the exercises of the Suzuki Method are to .. train the actor, so that 
they are trained in a holistic approach as opposed to just churning things out from your 
brain ... [for example] strengthening your relationship between the cerebral- the head state 
-and the body- the physical. (Personal Interview, 14/7/2000, Appendix 3, 1798- 1801) 
The series of exercises which most clearly work on achieving this balance are the 
improvisational exercises. In these exercises, the actors hold objects (often a soft object, 
for example a cloth, and a hard object, for example a sword) and improvise to various types 
of music such as Japanese pop, classical, blues, and rock. The preparation for these 
improvisations is always a very intense, exhausting.physical sequence such as the "Stomp", 
the "Agi-tek-a-ten" (in which the actors keep their body still, and their arms straight and 
move their arms as fast as possible through space) and the "Kasai". The "Kasai" exercise 
(perhaps the most extreme Frank:AAPE exercise) involves the actors moving all parts of 
their body as fast as they can in all possible ways. The result is a frenzied (and often 
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comical) dance which completely exhausts the actors. After either the "Stomp", the "Agi-
tek-a-ten" or the "Kasai", the actors physically improvise to a piece of music. The 
exhausting physical sequence is an integral part to the process because: 
... it forces you to stop worrying or planning movement as you are too exhausted to do 
anything but the most "simple", "unpretentious" movements. As your mind is unable to 
deal with the situation you are forced to listen through your body, or to experience "whole 
body thinking". (Journal, 13/8/00) 
The aim of the improvisation is to respond to the moment in "unplanned" movements, and 
experienced actors are able to present a captivating ambiguity in their improvisations. I 
noted in my journal, the differences between Lisa's improvisational work and less 
experienced members of the company: 
With a young trainee his facial expression "gave away" what he was thinking. He looked 
as if he was thinking "I'm working really hard" and with another actor, I noticed her 
preparation before she did a sudden movement. With Lisa, her movement had an 
ambiguity and calmness. It was impossible to tell what she would do next. (Journal, 
19/4/2000) 
Within the Suzuki training, improvisation is used to find a "truthful" or "real" way of 
responding to each moment in time. Both of these words are incredibly loaded, but are 
words that are often used by members of company to describe what they perceive in these 
improvisations, and also provide the best way to describe my experience of this exercise. 
As Caroline relates: 
... what I love about improvisation is that you have a chance to really express yourself, and 
you are trying to express yourself as honestly as you can rather than to "perform", and 
that's the struggle I think .. (Personal Interview 1417/00, Appendix 3, lines 1728- 1730) 
Kathleen observes that the improvisation helps her to bring her focus back to the body 
stating: 
It [improvisation] gets the body working at the same time which frees up the mind and 
allows something truer to happen ... because you have to take your focus somewhere 
else ... My focus is always up here in the mind and [the training] immediately takes the 
focus away from a process of rationalisation ... [which] frees the mind up for bigger 
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things, and reveals some things that I feel are true. (Personal Interview, 14/7/2000, 
Appendix 3, lines 953-967) 
In this way improvisational exercises are designed to develop calm, responsive movement 
which is not "over-intellectualized" and balances the body and the mind. 
One major development in Jacqui and John's training that I have observed since I began 
training in 1993 has been the addition of detailed explanations and discussions about the 
exercises. These discussions present a balance between intellectual and physical 
understandings. As I noted in my journal: 
In the past year there have been more "reflective" moments in the training in which Jacqui 
and John explain and discuss ideas in detail, and people respond with questions or 
contributions. There seems to be more of an emphasis on developing a collective 
understanding of the training rather than the strict teacher- student relationship of the past. 
(Journal, 19/4/00) 
This is a facet of training in Frank:AAPE which may not exist in the SP AC company, for, 
in my observations, the actors in Suzuki's company learn through mimicry and brief 
explanations. John believes that it was important to use a different teaching approach when 
training a group of Australian actors, and explains: 
I decided that it is important within a Western context to provide much more information. 
Within a Japanese context they just say "Do it again". Jacqui and myself, who have 
analyzed the Suzuki method from very much a dance perspective, decided that you have to 
be more inclusive in a way ... (Personal Interview, 12/7/2000, Appendix 2, lines 460- 463) 
In these ways, Jacqui and John's personal focus within the Suzuki Method is on 
developing an actors who are able to think and respond with their body, and to balance 
intellectual and physical understandings. 
An holistic approach to the body and voice 
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I see the voice of the actor as very much analogous to the punch of a boxer. Now if you 
think of the way a boxer punches, his or her upper body has to be strong, but the 
connection with the floor has to be even stronger, otherwise upper body strength is 
absolutely meaningless. The voice is a physical action, it is physical energy in space. 
There are many ways to talk about that and how one absorbs the voice into the body, but 
essentially it can be seen in terms of voice production. (John Nobbs, Personal Interview, 
12/7/2000, Appendix 2, lines 347- 353) 
Vocal training within Frank:AAPE is always linked to physical training with the aim of 
producing a powerful voice which emerges from the centre of the actor's body. During 
vocal training: 
The actor's energy should be focussed in their gut, not in their face. If the actor begins the 
process by "intellectualizing" the speech, then their body is not involved. As Jacqui stated: 
"Your head tries to solve the problem that your body should be solving". (Journal, 2/3/99) 
For Jacqui, an actor needs to have a physical involvement with the words or, as she terms 
it, the actor must "be inside the words". Following Suzuki's example, the company works 
on this through the training exercises of"sitting statues" and "standing statues", with actors 
often performing solo statues in order to develop their physical commitment to the words. 
J acqui and John also add different elements to this exercise such as having eyes closed 
during "Sitting Statues" which helps to develop 'more awareness of the body while 
speaking' (Journal, 19/7/2000). 
Just as in the physical training, it is important not to over-intellectualize the voice-work. 
After returning from training in Japan 2000, Jacqui and John tried out a new approach to 
"sitting and standing statues" (Appendix Five, lines 2484- 2524) in which the exercises are 
executed at a faster speed (with many more statues at closer intervals) in order to develop 
actors' physical responsiveness, alertness, and "non-intellectual" creativity. I wrote in my 
journal: 
After watching and training with the Suzuki company we increased the pace of the 
statues so there is no time to think, only to do the exercise in the simplest way 
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possible. Jacqui chastised us for not varying our positions enough, stating that we 
need to move very fast plus be very creative, as there's a tendency to become more 
repetitive when we speed up the exercise. (Journal, 2/7 /2000) 
The sense of focus and intention within Suzuki training, is perhaps the most important 
element ofFrank:AAPE's vocal training. John often comments that it is not important how 
powerful an actor's voice is, but rather how much intention is behind what is said. One 
training exercise John has created involves actors doing the "walking" exercise (Appendix 
Five, lines 2475- 2482) to the song You're pushing too hard (by The Seeds), and singing at 
the same time. For this exercise, John often asks actors to hold a stick horizontally from 
their belly which means that the voice and body are ' ... much more focussed, and have 
more intent' (Journal, 19/4/00). As Jacqui noted, this exercise develops a sense of 
intention behind the voice, because 'the voice has a destination. I see your intent, your 
body, your focus it all matches up' (Journal, 19/4/00). 
While in Shizuoka in June 2000 we observed and learnt a new training exercise to a punk 
rock song (which was variation on the "voodoo" exercise). In this movement exercise 
actors move quickly through two or three positions, add the vo~Iisation ("0") to each 
position, and then hold the last position as a statue. Each statue and vocalisation is directed 
towards a different focus point. As John stated: 'It's about defining yourself and your 
focus' (Journal, 14/6/2000). During Frank:AAPE's training sessions we worked further on 
this exercise, and Conan observed : 
It's a different way of thinking about energy- It felt much more powerful within the group, 
and I became aware of the physical presence of the group around me. It felt as if we were 
listening and speaking with our whole bodies, rather than just listening with our ears. (in 
Journal, 2/7/2000) 
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In Suzuki training, the focus of the voice should be driven by a powerful sense of intention, 
or, as Jacqui puts it 'There should be a pressure behind the voice, a powerful reason to 
speak, and this should come from your body' (in Journal, 3/7/2000). I elaborated on this 
point in my journal: 
Each statue and each moment must have this "pressure" behind it. By "pressure" Jacqui is 
referring to the intention behind what you are saying. She seems to use words like 
"pressure" to express a visceral physicality with a strong sense of intention. This intention 
is something that you can physically feel within you- a sense of your whole body being 
focussed on a goal. (Journal, 3/7/2000) 
I felt I achieved this sense of complete intention during one training (while doing the "ten-
tek-a-ten" with a training speech). For me this was a powerful breakthrough: 
A couple of weeks ago I had a breakthrough in this exercise in which I discovered a new 
power, but I haven't been able to find this again. John and I discussed this tonight, and I 
realized it was a moment of wholeness, of complete integration, in which my whole being 
was directed towards a certain point. (Journal, 9/10/2000) 
In these ways, Frank:AAPE's vocal training is focussed on developing an actor with an 
embodied voice, full of intention. In fact, the importance of an actor's intention permeates 
Jacqui and John's teaching of the Suzuki Method, and is an important foundation for the 
company's work. 
An actor's sense of intention 
It's complete commitment. We would say the most important aspect of the training is that 
intent- your intent to try and do something. (John Nobbs, Personal Interview, 12/7/00, 
Appendix 2, lines 529- 530) 
I feel that we are trying to inject into the actor a sense of real purpose, that you don't do 
anything unless you really mean it. The point is that the actor must do everything as if at 
that moment there is only one thing to do .... (Jacqui Carroll, Personal Interview, 12/7/00, 
Appendix 2, lines 186 - 189) 
This emphasis is one of the most striking characteristics of Jacqui's process of working 
with actors. She demands complete commitment at each moment, and constantly 
84 
challenges actors to be "fully inside" each action and word for in her view, 'when you have 
a damn good reason to do something you are suddenly transformed by your own 
conviction' (Journal notes, 26/4/00). One aspect of this conviction is the way an actor is 
able to focus their body energy. According to Jacqui the energy should be a driving force 
from the centre ofthe body which creates a "sense of attack", and during exercises 'Jacqui 
often hits the stomach in order to push an actor to find that "sense of attack" in the 
movements' (Journal, 14/8/2000). 
In reference to the "Kanjincho" exercises (a Suzuki training exercise taken from a Kabuki 
play, and also the name of a dance tune) Jacqui stated that 'it's important that you have a 
clear picture and intention for the direction you're going in, otherwise you're a victim ... 
it's to do with placing your energy effectively' (in Journal, 11/9/2000). Jacqui particularly 
emphasizes the importance of a sense of intention or "attack" in the Voodoo and Walking 
Statue exercises: 
In reference to the Moving Statues J acqui stated that our training was too domestic, and 
not disturbing enough ("It's not brave enough, you're not taking enough risks") For me 
this meant we needed to increase our sense of intention. (Journal, 11/9/2000) 
During the Voodoo exercise, J acqui also emphasizes the importance of a "dynamic focus": 
Jacqui explained that we were lacking a 'dynamic focus' which should be directed towards 
a certain point. By using this idea, I found that I was able to present a "clearer" , cleaner 
movement and noted the improvement of the other actors in training. The result is a much 
more positive, defmed energy. (Journal, 10/7/2000) 
However, it is not enough to just be powerfully centred or focussed, for Jacqui also 
demands complete imaginative involvement with each training moment. Jacqui often states 
that the actor must firstly learn the steps, or the craft, of the training, and then fill this craft 
with imagination. This is particularly the case during the "ten-tek-a-ten exercise" 
(Appendix Five, lines 2462- 2460) in which she repeatedly states: 
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Don't let the form take over the movement ... You must become the fiction ... Become the 
spirit of the movement ... Of course in the beginning you need to set up the craft, but once 
you have the craft you need to let it go. (in Journal, 19/7/2000) 
Here Jacqui is referring to the sensibility of the whole movement, the importance of the 
actor's imagination and spirit being involved in the action so that the action is imbued with 
meaning. Jacqui sees the training as the form in which the performer's energy resides, 
commenting 'don't rest- you're never resting, you should always be internally active ... 
make it more interesting ... stay within it' (in Journal, 23111/99). For Jacqui, the actor's 
imagination should be involved in the training, and she often utilizes poetic descriptions, 
imaginative concepts, and onomatopoeia to emphasize this point. This is shown in Jacqui's 
explanation of the imagination behind the Suzuki exercise Basic Number Two (Appendix 
Five, lines 2419- 2444) in which: 
... [she] focussed on the intention behind each of the movements, stating "When you lift 
the leg and stomp it should have the power oflion, then as you drive the leg forward it 
should feel like a snake". Here Jacqui was emphasizing that this exercise is not a 'mere 
action' but that your whole consciousness and imagination needs to be involved. (Journal, 
14/8/2000) 
For Jacqui a powerful action is able to harness what she describes as a "dark interior 
imagination". One exercise she developed to work on this sense of "darkness" is the Pig-
sticking exercise in which actors stand with their feet apart holding a sword or stick, and 
perform a "pig sticking" action (imagining that they are attacking a fictional pig at their 
feet.) Jacqui explains that: 
Specific exercises we do, for example the pig sticking exercise, are to make the actors ... 
return to the basic interior dark thoughts, the true animal basis for the most compelling 
performance. (Personal Interview, 12/7/00, Appendix 2, lines 190- 196) 
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Summary 
In these ways, the use of the Suzuki Method within Frank:AAPE develops the actors' 
ability: to think through their bodies, to unite their body and their voice; and to work with a 
powerful sense of intention and imagination. The next chapter will discuss these three 
aspects of an actor's craft in relation to Frank:AAPE's rehearsal process (as directed by 
Jacqui Carroll). 
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CHAPTER SEVEN 
FRANK:AAPE'S REHEARSAL PROCESS 
This chapter will discuss Jacqui's rehearsal process in three main sections. The first 
section will describe Jacqui's "choreographic" directing style, the second section will 
outline her approach to the actor's voice, and the third section will explain her approach 
to an actor's intention. The three main sections are thus: 
• "Mapping out a production": Jacqui Carroll's developmental process 
• An holistic approach to the body and the voice 
• "Filling the form with intention" 
"Mapping out" a production: Jacqui Carroll's developmental process 
Perhaps due to her choreographic background, Jacqui works to create the physical 
framework of each production as a starting point for the rehearsal process. Overall her 
process can be described as choreographic, as she designs the work around the actors' 
physical presence in the space and 'choreographs' the line interpretations. However, 
there are also exceptions to this process whereby actors are involved in the creation of 
the work through rehearsal techniques of play and improvisation. 
J acqui workshops performances by directing actors in the space, experimenting with 
different approaches and styles. In this way, the actors become the vehicle for her ideas. 
As Lisa relates: 
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... you [the actors] are not really let in on her process. She comes into the studio and 
starts to choreograph and create the work and workshop her ideas ... So you don't really 
know what's going on in that head of hers! But I find her directing really articulate .... 
(Personal Interview, 14/7/2000, Appendix 3, lines 919 922) 
During the rehearsals for Rashomon, Jacqui particularly planned and designed the way 
the cleaning ladies moved and spoke. During one rehearsal I noted that: 
Jacqui works with bodies in the space, modelling the action and the dialogue, 
developing her ideas of the scene through working with actors' bodies in the space. For 
example in the cleaning ladies entrance we tried out different walks to Jacqui's 
direction, adapting each slightly for variations in the characters, Jacqui created the 
action 'slapping' the floor with the rag for Caroline, and gave Leah a specific 
movement for her line "What is the void?" (Journal, 10/7/2000) 
During this rehearsal process J acqui decided to make the cleaning ladies "broader" in 
style to contrast with the seriousness of the other scenes, and would act out the ideas she 
wanted and the way she wanted the lines to be performed: 
Jacqui has decided to make the cleaning ladies 'broader', more over-the-top to contrast 
with the seriousness of the other scenes. She has choreographed the movements and 
speech, and she set up the style which I would describe as "manical" and "over-the-
top". Jacqui then acts out the scenes and has us mimic her acting. For example, on the 
line 'The husband speaks from the dead' she directs us to exaggerate the sound 
'deeeaad', to walk 'floppily' and stop suddenly before saying 'Why should Tajomaru 
lie?' in a strange, intense voice. She then directed Caroline to slowly and sarcastically 
say 'If there's little reason for a man to lie when he faces death, how much less when 
he is dead' followed by weird maniacal laughter. (Journal, 13/7/2000) 
Conan describes Jacqui's directing as a process 'mimicry', and comments that' ... this 
allows her to work as a choreographer and a director at the same time' (Personal 
Interview, 14/7/2000). Another example ofthis use of"mimicry" was shown when 
Jacqui directed Lisa as the character of"the wife" in Rashomon: 
Generally Jacqui acted out the way the part should be performed, creating the acting 
like a dance, and asked Lisa to fill this 'dance' with complete conviction. For example, 
during this rehearsal Jacqui stated 'The line "The flash in his eyes" comes in with 
more air behind it... the words "hatred, shame, grief' need to be long, short, pulled, 
and tugged ... on the line "I don't know how to express my grief' you need to move 
forward' After this Jacqui demonstrated the action Lisa was to perform. (Journal, 
16/8/2000) 
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These line readings are not "set in stone" for Jacqui will often make changes to the way 
the actors say the lines and continue to explore her ideas. However this style of directing 
would probably only suit actors trained in the Suzuki Method. Conan expounds this 
point of view, stating: 
I don't think you can give a lot of 'normal' actors line readings because they don't 
know how to deal with it, and they just feel dejected by it. Jacqui tells the story that she 
wanted to be a director but she could never find the actors to work with. And [the 
Suzuki training] is an integral part of this process because it's intention based. This 
allows Jacqui to direct the way she wants to direct. (Interview, 14/7/2000, Appendix 3 
lines 1457- 1461) 
It is the Suzuki training which allows actors to be sculpted, moulded and 'shaped' into 
Jacqui's choreographic form for the production. In reference to this directing process 
Emma comments: 'basically I look at the company as her tool. But I work very hard to 
be a very good tool for her to use' (Personal Interview, 14/7/2000, Appendix 3, lines 
1981-1983). This directing process results in Frank: AAPE's distilled, minimalist style, 
for performances are never confused with too many ideas, in Conan's words Jacqui's 
style is very "controlling" because: 
... she wants everything to be considered, everything happens for a purpose, everything 
happens for a reason. You see that in the way J acqui uses texts, and in the fact that our 
performances are very short, very distilled .... She can make sure that everything is 
considered if she can control it. If she knows exactly what's happening. So Jacqui 
really "maps out" a production. (Personal Interview, 14/7/2000, Appendix 3 lines 1484 
-1491) 
However, J acqui is committed to a developmental process that takes place over a long 
period of time, which consequently invites the actors' participation in the creative 
process. Caroline describes the first stages of the rehearsal process thus: 
.... sometimes we might start from a moving picture, or a moving image, and then 
sometimes we might start with a word, or with just sound. So there's not just one 
standard way of starting. This is what I like about working with Jacqui, I find it a 
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purely spontaneous way of working. It's a very "on the floor" approach to working that 
does not just involved her demonstrating for you as an actor. Even though there are 
times when it looks quite demonstrative, she's not limiting you to take that on, she's 
trying to stimulate something to make that work, and if it doesn't work in that way and 
you haven't found it for yourself then it will be dropped. (Personal Interview, 
14/7/2000, Appendix 3, lines 1760- 1770) 
For example, when creating the Medium's (Emma Pursey's) scene in Rashomon, Jacqui 
had Emma explore a range of body movements and voice styles: 
This week in rehearsal Jacqui has had Emma doing statues saying her speeches, 
changing her voice on the hit of the stick. Today she added 'butoh-esque' hands and 
mouth, and Emma performed the scene changing voices herself. This is an example of 
Jacqui getting the actor to play within a style, Emma's scene felt powerful and 
engaging, and Emma's voice sounds eerie and disturbing. There is no discussion of the 
meaning of the speech, it is all about playing with the style. (Journal, 14/7/2000) 
Another example of exploration with actors, occurred during the creation of the "falling 
down" choreography in Rashomon in which there was a combination of Jacqui's 
choreography and the actor's improvisation: 
After seeing the actors trying out different versions, Jacqui decided what worked best-
a version in which the feet slip out from under the body and the upper body is lifted. In 
this way, Jacqui developed the performance by watching the actors' improvise in the 
space. (Journal, 11/7/2000) 
Will describes Jacqui's directing style as 'an organic process;. one that is changing, 
which is evolving', a point supported by Emma who states her process is 'long and 
explorative' and comments that Jacqui is closely involved with the actors 'giving us a 
lot of energy and a lot of time in order to really discover the potential within each person 
and the show' (Personal Interview, 14/7/2000, Appendix 3, lines 1961 - 1063). Thus 
despite Jacqui's complete control over the finished product, the actors are an integral 
part of the development of a show as they are involved in a lengthy rehearsal and 
workshop process. 
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An holistic approach to the body and voice 
During rehearsal, Jacqui's techniques are focussed on developing actors with an 
"embodied" voice, a "body imagination", and a strong sense of intention; revealing an 
holistic approach to the body and voice. The aim of the first stage of the rehearsal 
process is, in Jacqui's words, to get the 'voice inside the body'. At the first Rashomon 
rehearsals in July 2000 I observed that: 
The first stage of this rehearsal process has involved speaking the lines in sitting and 
standing statues. There's no expression, or 'character work', it is all about getting a 
powerful voice from the centre of the body. Jacqui terms this "getting the words inside 
your body". After the lines are learnt the rehearsals begin- without scripts in hand. 
(Journal, 9/7/2000) 
This is typical ofFrank:AAPE's rehearsal process and is intended to ensure a physical 
connection with the words you are speaking. At the initial stages, the intellect is not 
called on, and Jacqui often reprimands actors for getting too involved in thinking about 
the voice rather than making it emerge from the centre of the body. This was shown 
when directing novice Kathleen (Doyle) in Rashomon when she asserted, 'You tried to 
speak without letting it emerge from your centre ... Your body has to start those actions. 
It's not the mind that starts it, it's the body ... Give your body more intention'(in Journal, 
24/9/2000). As I commented in my journal, the aim of this process is' ... to make the 
words spring from the physicality of the body, and to feel the words moving up through 
the body, to think of them "bubbling up" from your centre' (Journal, 24/9/2000). In 
performances this should translate into a complete connection with the words, a point 
which Jacqui emphasizes during feedback notes given after performances. For example, 
following a performance of Heavy Metal Hamlet, Jacqui told me that I needed to 
connect more to the words I was speaking, to powerfully engage the audience, stating: 
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You've got to connect with the words. Sometimes it's like you have a mask and the 
words aren't reaching the audience. I want to hear Joanne speaking, it has to really 
come out of you and connect with the audience. (in Journal, 26/4/00) 
In Frank:AAPE' s rehearsal process, vocal work is approached via the body, with the 
view that the voice should also be full of imagination and creativity. As Lisa explains: 
... I even approach my vocal work through my body. I get to my characterisations 
through my body ... In acting I focus on my energy, and I change the energy in my body 
to change my voice to give the right impression for the character I'm playing. I am 
always really focussed on my body. I take the emotions required from my body. 
(Personal Interview, 14/7/2000, Appendix 3, lines 853- 858) 
This body imagination is worked on through a variety of training and rehearsal 
techniques which include saying speeches during/after movement improvisations. In 
preparation for the sensuous role of Salome, Lisa rehearsed her speech after a movement 
improvisation and I observed that 'during the improvisation her body has been exploring 
sensuality and the intention of Salome and this imbued the voice with these qualities' 
(Journal, 31/8/1999). 
This same exercise is used within Frank:AAPE for different actors and situations in 
order to discover qualities for a variety of characters. During rehearsals for Heavy Metal 
Hamlet Jacqui utilized movement improvisations in order to inform the way I spoke my 
lines (as Gertrude): 
J acqui had me improvise movements to this speech to bring a freshness, a new 
imaginative response to the lines. I was physicalizing the thought, and trying to enter 
into a new approach to the speech through the body. (Journal, 7/7/2000) 
The aim of these exercises is for the body to have an imaginative experience which 
informs the voice for, as Jacqui asserts, 'The voice becomes interesting because of what 
the body has been through' (Journal, 31/8/1999). 
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The embodied and "imaginative" voice must emerge with a powerful sense of intention 
which drives the voice. Jacqui refers to the source of this voice as the "imaginative 
centre", a term she explains thus: 
The energy should ferment in the body and then emerge through the voice. Now if the 
body's not engaged then there's no cauldron in which the voice is being prepared and 
the voice is just emerging without anything driving it. It is not from any imaginative 
centre. 
Now I don't care what anyone says, if you bypass those organic, imaginative centres, 
then the voice is a hollow beast. That is why we are looking for a voice that is full of 
body imagery, body imagination. Literally a sense of body should be driving the voice. 
(Personal Interview, 12/7/2000, Appendix 2, lines 264- 271) 
During rehearsals for Heavy Metal Hamlet the chorus engaged in continuous practice of 
Hamlet's "To Be" speech (performed by the chorus in Frank:AAPE's performance) 
with the aim to develop a "sense of pressure" or intention behind the voice, for: 
As opposed to speech becoming dull and "pat", we [the actors] need to rediscover the 
life of the speech. When pushed to the edge physically, you are forced to "re-
encounter" the speech, your character, and the moment. (Journal, 3/7/2000) 
J acqui utilizes solo sitting and standing statues to develop an actor's sense of intention 
and purpose. For example during rehearsals of Heavy Metal Hamlet Jacqui worked to 
increase my sense of purpose (as Gertrude): 
Jacqui had me do solo sitting and standing statues to work on my speeches. Her notes 
to me from last night's performance were that- "You're not inside the work" "It's like 
you're in another play" "You don't care enough about the words you are saying" 
Basically I had lost the sense of intention or purpose, and for Jacqui this is a very 
physical thing. The words were not really "inside" my body. Jacqui noted that I'd 
gotten caught up in the "acting" (intellectual) side of the role and forgotten to drive the 
performance from my physical centre. (J oumal, 7/7 /2000) 
This was a major barrier to my acting and involvement in the role, and it is interesting to 
note that I was having difficulties in training at the same time for the same reason. 
Specifically I wasn't completely inside my body and I found that my breathing was 
erratic and unfocussed: 
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John picked up on Jacqui's point in the training and noted that my voice wasn't in my 
stomach - I was breathing too high in the chest. John stated that this is linked to being 
too much in the "head" (intellectual part of the role). I was wrapped up in the acting 
technique and had forgotten to link it to my centre - the driving purpose of my 
performance. (Journal, 7/7/2000) 
Thus in Frank:AAPE, the physical and the vocal, training and performance are 
inextricably linked. There is no separation between characterisation, vocal work, or 
physical movement as all these elements should be linked through a powerful sense of 
embodied intention. The next paragraph will discuss this concept of intention in more 
detail. 
Rehearsals: "Filling the form" with intention 
Jacqui Carroll's emphasis on the intention behind each action is one ofthe most striking 
characteristics of her rehearsal process. She constantly demands that actors are "fully 
inside" each action, and that each word and action is centred from the gut. 
After Jacqui has "mapped out" a performance, it's up to the actors to fill the form with a 
powerful sense of intention. As Jacqui told Lisa during the Rashomon rehearsals: 
Your body needs to be enriched by the position and what you are doing .... Stay with it. 
Stay inside it ... If your movement is full of conviction in the first place, it's 
comparatively easy to hold because it's a part of you. (in Journal, 16/8/2000) 
The same point applies when actors are improvising movement and developing their 
own approach to a role. For example in an early rehearsal of the Cleaning Ladies in 
Rashomon, J acqui had Leah and Caroline experimenting with the positions and the 
way they were saying the lines, stating 'play around with the positions, during the whole 
speech there is a whole variety of positions you can come to ... '. In this instance J acqui 
was instructing the actors to experiment with actions and words but she also stressed 
that each action should be centred stating, 'Make sure your gut continues to be 
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involved ... I don't mind what you do, but make sure that it is connected to one thought' 
(Journal, 17/10/1999). In essence Jacqui is not concerned with what the actor is doing, 
but how and why they are doing it. That is, she is concerned with the sense of purpose 
behind each action. In Jacqui's terms she is more concerned with the "content" within 
the work rather than the "form" or craft of the work, and criticizes actors if they are only 
working on the inflections, style of speech and technique behind the movements without 
focussing on the content behind them. For example, whilst directing Caroline (as 
Ophelia) during Heavy Metal Hamlet rehearsals, Jacqui stated 'there's too much craft, 
keep coming back to the content to keep it fresh' (Journal, 24/5/2000). Later, during 
Rashomon rehearsals Jacqui had the three central protagonists perform "killing" statues 
with a sword and to make small changes to these statues on the command of the stick. 
Jacqui asserted that 'even though each change is subtle and small it has to be imbued 
with a strong killing intention which drives the action'(Joumal, 13/8/2000). 
Jacqui's emphasis on the sense of intention behind an actor's movements and words 
stems from her dance background, and specifically her work as a dancer in the Sydney 
Dance Company working under the choreographers Anna Socolov, Jaap Flier and Glen 
Tetley. Jacqui (Carroll, 1999: 7) describes these artists as: 
... those who did not even think in terms of steps but were striving for the interior life 
of the movement structures and who were challenged at every moment to make 
movement live and palpable to an audience. 
For Jacqui, the movement form in these ballets was created to reveal' ... the interior 
imaginative world ... ' and each ballet 'had its own underlying psychological intent and 
its own movement form which contained this intent..' (Carroll,1999:7). In order to 
develop this 'interior imaginative world' Jacqui uses visceral and sensuous descriptive 
96 
language, and physical imagery for the actors to draw upon. During rehearsals Jacqui 
constantly uses sound effects and actions to give actors a sense of the feeling she is 
hoping to create, for example she often employs the word 'juicy" to describe a sensual 
and rich quality to movement and voice (Journal, 12/7/00; 19/4/00). During rehearsals 
for a movement sequence in Heavy Metal Hamlet, Jacqui told the actors to 'feel it 
sinking into your gut ... work harder in your legs, make the agony in your legs match the 
agony in your body' (Journal, 19/4/00). While working with Lisa on her scene in 
Rashomon she often used physical imagery, stating 'After you've done the action let the 
energy run out of your body ... It's as if water has run out of your body' (in Journal, 
26/8/2000), and in a later rehearsal: 
It's like the stuffing goes out ofyou, and the blood runs out of your feet You've got to 
connect with that horrible thing that's happened to you ... now make it work within a 
resonant interior, don't just do the action- hunt it up: The thought has to proceed the 
move. (in Journal, 17/ 10/2000) 
Jacqui uses this directing approach in order to emphasize the importance of the actors' 
"interior fantasy", and often uses the same exercise to explore different interior worlds 
for different situations. A very clear example of this was during Rashomon rehearsals in 
which Jacqui had the whole cast work in different groups to the movement sequence to 
This is not a Love song (which was used as the "theme song" for the production): 
The This is not a Love Song sequence was first rehearsed with John, Lisa and Will (as 
three central protagonists), and Jacqui pushed them to experiment more, telling them "I 
want to get you out of your bad habits- I want a fresh, internal dynamic". She then 
rehearsed Leah, Caroline and I (as the Cleaners) in the same exercise but asked us to 
put a different sensibility to the movements, stating "It needs more lightness and 
humour". Jacqui set up a rough choreography for us (of twisting the cloth) and had us 
improvise around this idea. The exercise was then performed a third time by Emma, 
Conan, Luc and Kathleen and Jacqui pushed them to search for the darkness behind the 
movements. These exercises were thus a way to explore the characters and mood, and 
the imagination behind our actions. Jacqui told us "you've got to put in these thoughts 
from your character so that the audience is getting that information from the way you 
move ... you need to build up your interior imaginative world". (Journal, 23/7/2000) 
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In this way, Jacqui's rehearsal process emphasizes the importance of an actor's "interior 
imaginative world" within a set structure. 
Summary 
In summary, Jacqui Carroll's directing style: is based on the physical body of the 
performer; aims to unify an actor's body and voice; and aims to increase an actor's sense 
of purpose or intention. After working choreographically to "map out" the physical and 
vocal structure of a work, Jacqui then rehearses the actor's voice as part of their body 
and focusses on developing an actor's imaginative sense of intention in order to "fill" 
the structure of the work. 
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Introduction 
CHAPTER EIGHT 
THE SURFACING PROJECT 
The performance of the thirty-minute solo work Surfacing was created as a way for me 
to explore new performance avenues as an actor trained in the Suzuki Method. ill 
particular, I was keen to create a theatre work that structurally and in terms of physical 
language was an extension of the improvisational skills I had developed through my 
work with Frank:AAPE. This chapter will document the process leading up to the final 
performance of Surfacing (the practical component of this research project). 
The overall aim of Surfacing was to develop a heightened, "theatrical" performance 
based on the physical body that would communicate the emotional content of a text. 
This aim was developed through a year and a half of collaborative work between Leah 
Mercer and myself from June 1999 to November 2000. The project began as the 
performance Ismene, first presented as a work-in-progress at the Australasian Drama 
Studies Association [ADSA] Conference in July, 1999 (at the Woodward Theatre, QUT, 
Kelvin Grove), and as a part of the performance Three Frank Women in March, 2000 
(at the Metro Theatre, Brisbane). The next part of this project, Surfacing, was presented 
as a work-in-progress in September 2000 (at QUT, Kelvin Grove), and as a final 
performance in November 2000 (at the Woodward Theatre, QUT, Kelvin Grove). 
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This chapter will firstly examine Ismene as the impetus for the creation of Surfacing. 
Secondly it will discuss the developmental process of Surfacing. This process can be 
described as a "conversation" between Leah Mercer and myself, based on Leah's 
collaborative approach to directing. Leah's directorial approach features: the 
collaborative development of a performance concept; physical exploration of ideas; and 
a "dialogical" process of structuring and polishing a work. These aspects of Leah's 
process will be documented in this chapter through notes from journal entries and from 
an interview between Leah Mercer and myself. Quite appropriately, this interview takes 
the form of a "conversation" between Leah and myself. Finally, this chapter will reflect 
on the strengths and weaknesses of the Surfacing performance. 
Ismene 
This research project began as a completely solo work. Inspired by the movement work I 
had observed in the SP AC company in Japan, and experienced in Frank:AAPE, I began 
to develop a movement based performance through movement improvisation. I was 
particularly interested in extreme use of movement and music, and 'the combination of 
popular/extreme music choices with a classical script to add extra layers of meaning, 
and to take a playful attitude to a classical script' (Journal 16/1111999). "Extreme 
movement" refers to a heightened, non-realistic performance style based on exaggerated 
gestures. 
Strongly influenced by Suzuki's use of Ancient Greek texts, I began to explore the 
differences between the characters Antigone and Ismene in Sophocles' Antigone, and 
the ways that these characters dealt with the loss of their brother. In the opening scene of 
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the play, Ismene tries to persuade Antigone not to (unlawfully) bury their dead brother. 
In order to emphasize the opposition between the two characters, I created a "triangular" 
blocking structure; this formation was marked out by a rope which 'focused my 
physical energy and provided a "physical task" '(Journal, 6/4/1999). During rehearsals 
I found that I was able to develop' a "dialogue" between the physical movement and the 
speeches' (Journal6/4/1999); and to differentiate the characters through the way they 
physically related to the rope: 
Antigone's physical relationship to the rope is "clutching", pulling herself along in 
desperation, Ismene's is standing tall, lightly touching the rope. Ismene's movements 
are gliding and appear effortless. (Journal, 8/411999) 
Feedback from a presentation of this work at the ADSA Conference in July 1999 was 
positive in relation to the physical structuring of the piece, but pointed to the need for 
further character development and vocal variation (Journal9/7/1999). In response, I 
asked Leah Mercer to provide some directorial input to the process in preparation for the 
performance of Ismene as part of Three Frank Women (March 2000). In retrospect, 
Leah observed that this was indeed an unusual way to develop a performance: 
When we first started working together on Ismene you already had some of the physical 
structures worked out, and you also had some of the text chosen. Which is an 
unusual way to start working together. Then we chose more text together. Because you 
had a movement vocabulary already established for the piece we started with what 
you had and investigated ways of working with that I felt that the major thing we 
needed to work on was on the difference between the Ismene character and the 
Antigone character ... both the 
physical difference and the vocal difference .. .In many ways both in terms of physically 
and vocally we built on what was already there. (Personal Interview, 10/3/2001, 
Appendix Four, lines 2133- 2143) 
The final performance of Ismene showcased an innovative, physically based 
performance style, but required further development in terms of vocal expression. For 
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even after concentrated work on this area, Leah stated that we needed to keep working 
on my 'range and subtlety with the vocal work' (Personal Interview 10/3/2001, 
Appendix Four, lines 2235 - 2236). The performance also required greater clarity of 
narration in order for the audience to fully understand the characters' journeys. Leah and 
I summarized major problems with the production thus: 
Joanne : When I look back on the two projects [ Ismene and Surfacing] I think 
that Ismene was too "abstracted". It started with a very abstract idea 
and dealt with it in a stylized way ... 
Leah: But I think this was exaggerated by the fact that the character 
Ismene was only part of a bigger story that the audience didn't 
necessarily have access to ... with Ismene I think that there were too 
many pieces that didn't necessarily all fit together. I think there were 
some great moments in that, but I felt that there wasn't enough for 
the audience to grasp on to "be on our side" from the beginning. 
(Personal Interview, 10/3/2001, Appendix Four, lines 2200- 2209) 
These views were confirmed in Haseman's ( 2000: 36) review ofthe performance: 
... Ismene brings the forms and stylistics of Suzuki ... in a focused and 
elemental way ... The movement has many of the Suzuki trademarks ... [it is] 
intense and deliberate, fused with stillness and penetrating gaze. This 
heightened performance style suits the high emotions of the Sophocles text. 
But for all these physical and emotional fireworks, the piece fails to engage. 
The slabs of text are too large, the sources of tension obscure and the 
characters insufficiently differentiated .... 
Upon reflection I realized that in my developmental process I had used the stylistic 
features ofFrank:AAPE and the SPAC company without examining the relationship 
between these styles and the thematic content of Ismene. I observed in my journal 
(20/3/2000) that I needed to develop my own performance approach, 'theatrical voice', 
and my 'expressiveness' as an actor 'in order to communicate the central emotional 
theme of a play, and to move an audience'. 
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I thus entered the Surfacing project in search of a new rehearsal process and a new 
"theatrical voice". As a result, Leah and I decided to begin the next part of the rehearsal 
process with a fresh approach to the text in preparation for a final performance at the 
Woodward theatre in November 2000. 
Leah Mercer's background 
Leah has been working in Brisbane for ten years as an actor, director, playwright and 
drama lecturer. From 1996-1999 she completed a Master ofFine Arts in directing at the 
California Institute of the Arts (CalArts). Leah's major focus has been in working with 
collaborative ensembles in which all members ' ... were equally responsible for writing, 
directing, producing and designing'; and is interested in creating theatre which draws 
attention to its "theatricality" (Personal Interview, 10/3/2001, Appendix Four, lines 
2042-2043; 2124). 
Leah states that a collaborative approach to theatre ' ... means that you get more voices 
in a piece, [which] makes the piece more exciting and dynamic' (Personal Interview, 
10/3/2001, Appendix Four, lines 2053- 2054). An important part ofher collaborative 
process is visual dramaturgy which she developed through her studies at CalArts and a 
workshop with director Anne Bogart (from the SITI company). In this approach, visual 
research is used to find images related to the central themes of a text. Leah describes 
this as a 'very rich way of working' that creates 'a fantastic way of finding paths into a 
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theatre work that are not necessarily intellectual ... [and] for finding elements of 
design .. ' 
(Personal Interview, 10/3/2001, Appendix Four, lines 2151- 2154). As a director, Leah 
uses this approach to ensure that the actors/collaborators are involved in discussing, 
developing and exploring the central ideas of a performance; and it is this approach that 
provided the beginning stages for Surfacing. 
Inspired by both the "live-ness" and "theatricality" of performances, Leah has a 
particular interest in the actors' physical involvement in performances and in:' ... being 
close enough to see the bodies sweating ... [and observe that] the action ofthe 
performance is right in front of you, happening in real time' (Personal Interview 
10/3/2001, Appendix Four, lines 2113- 2115). 
Leah asserts that "theatricality" is also created by powerful visual imagery, and, after 
viewing Suzuki's works in Japan, appreciated 'the striking images' of his productions; 
and states that she remembers Suzuki's work for it's "fantastic images ... made up of 
physical encounters, both scenically and physically' (Personal Interview, 10/3/2001, 
Appendix Four, lines 2116- 2120). In the creation ofher own theatre works, Leah aims 
for a sense of "theatricality": 
I'm interested in defining why each piece of theatre needs to be theatre. Why does it 
need to be told in theatrical form? And that means taking advantage of all those things 
that theatre offers - the spectacle, and the "live-ness"... (Personal Interview, 
10/3/2001, Appendix Four, lines 2125- 2128) 
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It is this interest in the actor's physical presence as part of striking stage imagery that 
motivated Leah to train in the Suzuki Method: firstly in a two week workshop with 
Ellen Lauren (from the SITI company) in Los Angeles; and later with Frank:AAPE from 
1999 - 2000 (after she had returned to Brisbane). From her training with Ellen Lauren, 
Leah viewed the Suzuki training as a way to develop: 
... a sense of being physically there .. and willpower (not giving up even when you're 
sweaty, aching and hurting) .. So [it develops] will, focus, commitment and bravery. 
(Personal futerview 10/3/2001, Appendix Four, lines 2281 - 2288) 
After training for one year with Jacqui Carroll and John Nobbs, Leah views the Suzuki 
training as a way for the actor to "be in the moment" and to develop an actor's ability to 
'occupy their own body ... so the longer you do the Suzuki training the more "at home" 
you start to feel in your own body ... ' (Personal Interview 10/3/2001, Appendix Four, 
lines 2319 - 2320). 
Leah's focus on a collaborative process and the performer's physicality ensured her 
suitability as director for this performance project; and also made her interested in 
working with me as an actor with long-term training in the Suzuki method. 
Surfacing 
The collaborative developmental process of Surfacing can be described as a 
"conversation" between Leah and myself, and can be divided into four main aspects: 
developing the concept; physical exploration; structuring the work; and polishing the 
performance. 
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Developing the concept: 
Surfacing initially began as an exploration of the central themes of Sophocles' Antigone. 
Upon deciding that Ismene did not illuminate the "human-ness" of the text, Leah and I 
used a process of visual dramaturgy to investigate the central themes of the production, 
and our reasons for doing this production in the first place. 
Following Leah's process ofvisual imagery, as developed through studies of Gregory 
Gunter's visual dramaturgy (at CalArts), we started the process with the "central 
question" of the performance. Gunter works as a dramaturg for director Anne Bogart, 
and states that when working on a visual imagery project, 'I ask myself hundreds of 
questions' (in Dixon and Smith (eds), 1995: 56). This process is an important part of 
Bogart's work. Bogarts stresses that' ... great theatre ... carries inside of it a question ... 
which needs to be discovered, awakened, and brought to life for the audience' (Dixon 
and Smith ( eds ), 1995: 17). Leah and I began our own visual dramaturgy by writing a 
set of important questions for the performance, finding related images to the text, and 
engaging in critical research about the central themes (Journal, 10/5/2000). After 
presenting and discussing our research, we found that our interest in the text centered on 
the question: How do people cope with grief? (J oumal, 26/5/2000). In relating our 
research to the performance, Leah and I decided to add other texts to our performance in 
order to explore our central theme. It was through this search that we stumbled on a 
section from Angela Carter's novel The Magic Toyshop (1967) in which Melanie, a 
fifteen year old girl, loses her parents. Leah and I became greatly interested in this 
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section of the novel due to the strength of the narrative and its rich theatrical language. 
However, the style of the language and content made it difficult to combine this text 
with Sophocles' Antigone. So, considering the completeness of the narrative within 
Carter's writing, Leah and I made the choice to base our performance entirely on the text 
of The Magic Toyshop. 
The section that we chose from The Magic Toys hop tells the story of one night in 
Melanie's life when her parents are in America, and "Mrs Rundle" (the housekeeper) is 
taking care of her and her two siblings. Unable to sleep, Melanie goes into her parents' 
room, tries on her mother's wedding dress and then wanders into the garden. After 
discovering that she has locked herself out of the house she is forced to climb an apple 
tree to return to her room, ruining her mother's wedding dress in the process. In the 
morning Melanie receives a telegram that her parents have died, and believes that her 
behaviour is somehow responsible for their death. 
We entitled the piece Surfacing as a way to focus on the moment in the novel when 
"Melanie" is described as "re-surfacing" from her grief. Although exploring a similar 
theme to Ismene, the decision to use this text presented a huge change in the direction of 
our performance project. As Leah states: 
... we ended up going in an entirely different direction. Surfacing wasn't in that 
mythical, giant, heightened, Greek language, and so it felt smaller in a way. I don't 
think the themes were smaller, but the language was "smaller". We chose to marry 
Carter's "smaller" language with Suzuki's heightened physical language and felt that 
this contrast made this a very rich area to explore. (Personal Interview, 10/3/2001, 
Appendix Four, lines 2157- 2162) 
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Thus, in order to explore the theme of personal grief, Leah and I chose not to present a 
section from Sophocles' Antigone but to adapt a section :from Angela Carter's novel for 
the stage. 
"Physically exploring" the ideas of the piece: 
The initial stages of the rehearsal process involved physical exploration in response to: 
the ideas of the text; the script on tape; music; and the physical environment. 
In the first rehearsal Leah directed me to improvise by simply walking in the space, and 
to vary my pace, rhythm and direction. She then asked me to speak the text as I walked 
in order to 'follow the impetus :from the text in a non-intellectual way' (Journal, 
1 0/8/00). Leah describes this as a 'free-form' way to find 'patterns of movement that 
recurred with different parts of the text ... ' (Personal Interview 10/3/01, Appendix Four, 
lines 2171 - 2172). From this exercise we identified physical actions that related to 
specific lines. For example: the lines about Melanie looking at her parents' wedding 
photo revealed 'a feeling of awe which accompanies a backwards movement'; the 
putting on of the wedding dress became an act of 'falling forward, even "being 
swallowed up" by the dress'; and the moment ofreceiving the telegram was 'an 
extended moment of silence and stillness' (Journal10/8/2000). I observed in my journal 
that this rehearsal process ensured that in my first (performed) reading of the text, 'I 
experienced the text in a physical - and particularly spatial - way' (Journal I 0/8/2000). 
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In a later rehearsal, Leah directed me to extend the "falling" action by experimenting 
with falling in many directions. As I did this, I was to feel my shifting centre of gravity 
and allow the weight of my body to cause myself to fall (rather than controlling the 
action). The second part of this exercise was to push myself to an "offbalance" position 
and then try to "fight the fall". This exercise proved a challenging contrast to my 
training with Frank:AAPE as it required me to "let go" of my physical control: 
... this exercise involved my whole body in the action, but unlike the Frank:AAPE 
movement work (which sets up a very strong, controlled, physical structure). The 
exercise required losing control, allowing the body to fall. (Journal, 16/8/2000) 
Leah then had me say the lines about Melanie getting into the dress with this physical 
action and I discovered an "emotional response" to this action. In this way ' ... the line 
was not just an "intellectualization" ofhow I thought Melanie would feel, it was an 
emotional response triggered by a sense of falling and fighting the sense of falling' 
(Journal, 16/8/2000). 
The next part of our movement exploration involved responding to my voice on tape. 
Initially, we taped the opening paragraph of the performance, and I was given a set of 
physical tasks to perform. For example, in one rehearsal Leah set up a physical 
environment using chairs and curtains, then changed the set-up and asked me to return 
the objects to their original place in response to different parts of the tape. This exercise 
ensured that I was not required to read the text but could respond intuitively to the ideas 
of the piece. I found this task difficult and uncomfortable at the time but upon reflection 
realised that my choices of the pace, rhythm, and style of movements provided an access 
point for a style of performance based on the ideas and mood of the text (Journal, 
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24/8/2000). Later we taped a section ofthe text in which Melanie goes mad with grief. 
Leah and I felt that this section was the "emotional heart" of the performance and we 
wanted to explore a variety of ways to express this section. Using the taped voice it felt 
as though I was 'both responding to another character in the performance, and "dancing" 
to the music of the text' (Journal, 8/9/2000). Through this process I found myself 
repeating earlier movements and gestures from the performance. Leah and I felt that 
these represented Melanie "living out" the past, and we worked to create a movement 
sequence that created a "catalogue" of Melanie's memories. 
A vital aspect of this production was the use of music that brought another "character" 
or "voice" into this solo performance. We decided on two pieces of music created and 
performed by Julie Adler (an American composer whom Leah had worked with in Los 
Angeles). The pieces we chose were a percussive based" chime" piece, that we used to 
open and close the play, and a simple and evocative aria (sung in a cappella style). We 
used this aria in the scene in which Melanie goes into the garden in order to provide an 
imaginative "landscape" for me to interact with. As Leah states: 
We chose to use the piece of music in the central, garden scene, where it felt like the 
garden was another character in the piece, and the music provided this "landscape" ... 
and I think it worked really well as something to interact with, as that female, "naked" 
[a cappella] voice. (Personal Interview, 10/3/01, Appendix Four, lines 2359- 2362) 
Movement improvisations to this music began with simple directional changes in which 
I discovered rhythms for the movement. Later, Leah asked me to explore the ideas of the 
'moon, grass and branches' (as referred to in Carter's text) through movement 
improvisation (Journal, 20/8/2000). In developing this scene we began to shape these 
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movement ideas to match different phrases of the music (Journal, 15/9/2000, 
7 /11/2000). 
In these ways we began to develop a rough "movement vocabulary" for the play through 
"free form" movement improvisations. 
One of the features of the final performance of Surfacing was a set that consisted of nine 
chairs. These chairs became ways to present the physical environment of the piece, 
different characters in the story, and Melanie's imaginative world. These chairs were 
introduced early in the rehearsal process when Leah realized that I needed something to 
interact with: 
... the very "one-woman-ness" of the piece and the fact that there were so many voices 
needing to be heard ... at that point I realised that you needed something else to interact 
with in order to tell the story. (Personal Interview, 10/3/2001, 2182- 2184) 
Initially, we began to experiment with different objects such as boxes, sheets, pieces of 
fabric and used these 'to work off, and to spark the imagination' (Journal, 8/8/2000, 
16/8/00). Then, Leah decided that 'because we were in a rehearsal room full of chairs' I 
should experiment with the chairs, and this turned out to be a very fruitful exercise. As 
Leah relates: 
'I think that what happened was that a relationship developed between you and the 
chairs and some moments in the text started to be really solidified and to generate 
meaning' (Personal Interview, 10/3/2001, Appendix Four, lines 2188- 2190). 
In the initial rehearsal stages, Leah would set up a structure of chairs and have me 
explore movement in a free form way. This process proved particularly successful 
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when developing the scene in which Melanie creeps into her parents' room and tries to 
imagine them making love. As I noted in my journal: 
... the most fruitful part of this rehearsal was in the "parents' bedroom sequence". Leah 
had placed a row of four chairs at the back of the space to represent the parents' 
bedroom/bed. I discovered a really effective moment in which I would "peek through" 
the spaces between the chairs (on the line "Melanie tried to imagine her parents making 
love". This movement gave me the feeling ofvoyeurism and child-like naughtiness. 
Also, the action of moving between the spaces helped me to physicalize the act of 
trying to see something. (Journal, 22/8/2000) 
Thus the first part of the rehearsal process involved a "free form" exploration of the 
body in the space, and, as I reflected in my journal: 
Leah's process works imaginatively. She sets tasks for me to explore which require me 
to clearly define myself and the character/s, and to imaginatively explore movement 
and space ... and I find that these tasks inform my performance. (Journal, 23/8/2000) 
Structuring the work: 
After we had developed the "vocabulary" for the performance, our rehearsals involved a 
"cyclical" process of discussion, reflection, planning, and improvisation. 
Through the "walking exercise" (in the first rehearsal) it became clear that there were 
many different voices in the script. Firstly, there were the voices of the different 
characters- Mrs Rundle, Victoria and Jonathon (Melanie's siblings); and secondly we 
decided that Melanie had many different voices which included: the poetic voice, the 
narrator, an active Melanie, an older Melanie and a younger Melanie (Journal, 
1 0/8/2000). Leah and I then worked alone dividing up the script according to the 
different voices; discussed our choices; experimented with these in rehearsal; and 
continued to change and develop these choices through further rehearsals (Journal, 
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15/8/2000, 23/1 0/2000). In this way the script and character development involved 
intuitive exploration, discussion, and analytical planning. 
After we had created the idea that the action of getting into the wedding dress involved a 
"falling action", we began to extend this movement with arm gestures. I then rehearsed 
and developed this movement, presented the results to Leah, and together we "distilled" 
the movements further. Throughout this process we aimed to maintain the initial feeling 
or intention behind the movement and express it in the most poetic and concise way. As 
reflected in my journal: 
What was initially many falls (over ten falls) performed in "messy" actions all over the 
space, became distilled into four very clear movements. The impetus for the movement 
came out of physical improvisation and exploration. We then worked "intellectually" to 
plan and structure the movements (whilst I aimed to maintain a physical involvement 
with the action). Our aim is to hold onto the initial (emotional and intuitive) impetus 
for the movement within the final structured movement sequence. (Journal, 5/9/2000) 
The taped voice served as an "access point" for an exploration of movement in response 
to the text, and was not used in the final performance. The taped voice provided the 
impetus for movement ideas such as - the act of jumping onto a chair in response to the 
first sentence of the play and the sequence of repetitive movements for the "emotional 
heart" section of the performance. However, responses during the feedback session 
indicated that the use of the taped voice to open the play created a very predictable and 
cliched effect; and that the later taped voice resulted in a feeling of "separation" 
between the text and Melanie's character (Journal, 25/9/2000). In response, Leah and I 
chose not to use the tape in the final performance. Feedback from observers also 
inspired us to change some lines of the text in the "emotional heart" section to the first 
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person, which served to make an even closer link between myself and Melanie (Journal, 
5/1112000). Thus an important part of our process was to respond to feedback from 
observers. 
A large part of our rehearsal process was devoted to developing the structure of the 
chairs. Leah and I agreed that Surfacing seemed to be based on where the chairs were 
placed at any given moment. As a result, in each part of the performance we needed to 
ensure that the chairs enhanced the meaning of the performance rather than 
overshadowing it (and that we didn't get "bogged down" by our use of them). One 
particular area we felt was inappropriate was during the scene in which Melanie 
deliberates over whether or not she will try on the wedding dress, then gets into the 
wedding dress, feels the wind through the open window and clambers down the stairs. 
Previously, Leah and I had decided that by the end of this section we wanted the chairs 
to be in a row at the back of the stage, allowing for a clear central stage area to represent 
"the garden" in the following scene. Leah relates this story thus: 
We had the idea, and it was very much a plot idea, where we needed all of the chairs to 
be in a line at the back of the stage by a certain point. So because we had that idea and 
that aim, we were trying to force that onto the script and onto the movement in the 
performance, and we were not really paying attention to those moments in the play. 
(Personal Interview, 10/3/2000, Appendix Four, lines 2328- 2332) 
In response to this problem we began to focus on each individual moment in this section 
of the script and the feeling behind it. Through movement improvisations with these 
sections we found that the "deliberating section" needed more aggressive, driving 
movement and the "feeling the wind" section needed to be more static. Next, we made 
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the necessary movement ofthe chairs correspond to the "aggressive" section of the 
script. As I noted in my journal, this decision had a two-fold effect: 
Firstly, the "deciding" section has more drive and flow. I don't feel like I'm just 
"wandering about", it has a strong purpose. 
Secondly, the "feeling wind" section is not so rushed or flustered, and becomes more 
poetic, and dream-like, and has a legato feel which enhances the rich descriptive 
language. 
This experience has emphasized the importance of physically exploring an idea in order 
to develop a scene. We needed to go though the whole physical process to discover the 
right movement for the scene. (Journal, 12/9/2000) 
In this way, Leah and I firstly created the overall structure of the piece, then examined 
the parts that "didn't fit" within this structure. We used movement improvisation to 
discover the feeling of these parts, and then adapted the structure to the feeling of each 
moment. In Leah's words: 
By paying attention to those specific moments we were able to discover a lot more 
within the script. .. because I think that when we first started there were- I'll say 
arbitrarily - eight big moments - the turning points where we knew something big had 
to happen. And from the beginning we knew that. And I guess what became apparent 
was that there's not just eight moments there's every single moment. (Personal 
Interview, 10/3/2001, Appendix Four, lines 2332- 2343) 
Polishing the performance: 
In polishing the performance we focused on "freeing up" my vocal expression, facial 
expression, and on "being in each moment". A particular focus oflater rehearsals was in 
developing richer, more varied vocal expression, in order to work on my range and 
subtlety with vocal work. In a "playful" rehearsal style, Leah would often have me 
repeat lines in many different ways in order to experiment with many different vocal 
possibilities in an attempt to "free up" my voice (Journal, 14/9/2000, 5/1112000). A 
similar approach was taken to develop my facial expression. In general, the 
115 
performances ofFrank:AAPE focus on physical expression over facial expression with 
the result that an actor's face can sometimes appear "blank". For Surfacing Leah 
stressed the importance of using more vocal and facial expression than I had been used 
to, and, due to my training experience, we found that I could develop these aspects 
"through my body". 
When defining different characters, we created a physical stance for each character and 
then matched this stance with a voice. Also Leah encouraged me to think of my facial 
expression as an extension of my physical expression (Journal, 5/11/2000). For example 
during the section where Melanie tries to imagine her parents making love I focused on 
allowing my stance which expressed curiosity to move into my face (Journal, 
2/11/2000). We also worked on my facial expression in the "garden movement 
sequence". As I commented in my journal: 
Leah is pushing me to put more facial expression and emotion into this scene, and has 
even directed me to "sing along" with the aria during rehearsals - I'm finding that this 
is helping to release my face, and to make it a part of my whole body's expression. 
(Journal, 2/11/2000) 
As Surfacing is a thirty-minute solo work I found the greatest challenge was to stay 
within each moment and give each moment its full expression, rather than just rushing 
on and "washing over" sections. One particular moment when this occurred was in the 
section when Melanie gets out of bed. This section involved a difficult movement 
sequence of "curling" out of a lying position into a seated position. I spent a lot of time 
rehearsing this section to the detriment of the following "transitional" moment. In order 
to counter-act this weak transition, 'Leah pushed me to do a more extreme physical 
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change into waking up ... ' (12/9/2000) which ensured that I had to recognize the 
importance of that moment and give the moment its due attention. This was also the 
case in the "deliberation" sequence (when Melanie is deciding whether or not to try on 
her mother's wedding dress). In this sequence I sat on many different chairs as a 
representation of Melanie's different thoughts. Initially in this scene I tended to "rush 
over" the lines and the actions, and in order to counter this, Leah: 
... pushed me to explore all possible ways to sit on a chair encouraging me to be playful 
and extreme, and to let this inform the way I was speaking; and my investment in the 
lines. As a result, I felt I was no longer "rushing over" the lines, but "living inside 
them", especially on Melanie's line about her hairstyles where I have started to 
"lounge" in the chair. (Journal, 23/8/2000) 
An important part of "being in each moment" as a performer is to make each action 
convincing to an audience. This was especially the case in Surfacing because the 
performance required the audience to imagine that the nine chairs onstage represented 
Melanie's world. For example, since I presented Melanie's action of "climbing the tree" 
as an action of pushing chairs, it was necessary that I was completely physically and 
emotionally involved in the action in order to convince the audience that Melanie was 
climbing a tree (Journal, 12/11/2000). As I reflected in my journal: 
It's vital that I stay completely involved in "Melanie's world". It seems that because 
this is a stylized performance I need to work to convince the audience that this 
experience is real for Melanie. Thus I need to have stronger belief in the fiction, and 
perhaps be even more convincing (and convinced) than in a realistic production. 
(Journal, 15/11/2000) 
In this way, Surfacing required me to commit one hundred percent of my physical and 
emotional energy to the performance (or to build a strong sense of intention and 
purpose) in order to convince the audience that I was experiencing Melanie's world. 
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Thus, the polishing process of Surfacing involved a "freeing up" of vocal and facial 
expression, and a focus on "filling" each moment of the play in order to powerfully 
communicate the "human-ness" of Melanie's experience within a stylized performance. 
The project's strengths and weaknesses 
In summary, I felt that Leah and I achieved success with the physical structure of the 
work, but that my vocal and facial expression needed to be further developed. 
As a director interested in working collaboratively with dancers, Leah felt that: 
... in a sense Surfacing fulfilled my "dancer fantasy" because you are physically there -
you know how to use your body, you can physically take direction, so that what I'd say 
I could see transferred onto your body. (Personal Interview 10/3/2001, Appendix Four, 
lines 2222- 2224) 
Leah stated that other strengths gained from my training in the Suzuki Method included 
physical discipline, discipline in self rehearsal and the ability to "juggle" a physically 
based performance style with characterization and expression. As Leah states: 
... it has to do with discipline, if I asked for a change you could immediately "hang 
onto" that change. I've worked with actors in a more realistic style who can "hang 
onto" direction, but I felt that in Surfacing you had more layers to ''juggle" ... (Personal 
Interview, 10/3/2001, Appendix Four, lines 2227- 2230) 
In essence, my training in the Suzuki Method furnished me with the skills to create a 
physically based performance. As Leah states, the Suzuki training 'creates physically 
adventurous and adept actors who can perform in a stylized language, and who have a 
stylized language at their fingertips' (Personal Interview, 10/3/2000, Appendix Four, 
lines 2270- 2271). The major areas requiring further work were my vocal and facial 
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expression. In Leah's view this is because my training in the Suzuki method has not 
prepared me for more subtle emotions: 
... where it [the Suzuki Method] can teeter a little is in delicacy and subtlety of 
emotion. Because it can do big, tragic emotions, but what about the little tragic 
emotions? And because the text [of Surfacing] was so narrative based and so realistic 
it needed some realistic emotions, and I think that it was there, but that was the difficult 
part of the rehearsal process ... (Personal Interview, 10/3/01, Appendix Four, lines 
2273- 2276) 
Despite these problems, both Leah and I felt happy with the form we had created to tell 
the story of Surfacing, and that our "conversation" - which involved a cycle of 
exploration, discussion, and analysis - resulted in a stylized work which expressed the 
central emotions of Angela Carter's writing. In Leah's words: 
What I try to do in the rehearsal process is to discover the form that this story needs to 
be told, and I felt like we really did that in Surfacing. We had the story, we loved the 
story, we didn't know quite how to tell the story, but together we discovered how. 
(Personal Interview, 10/3/01, Appendix Four, lines 2214- 2217) 
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CHAPTER NINE 
FINDINGS AND FUTURE APPLICATIONS FOR THE 
"INTEGRATED ACTOR" 
Introduction 
This research project has analysed the "integrated actor" in relation to three 
distinctive stylistic applications: the work of the SPAC company; the theatre of 
Frank:AAPE; and the Surfacing project. This chapter will firstly sum up my findings 
on the "integrated actor" in relation to the three contexts of this study. Secondly, it 
will discuss the Suzuki Method in relation to the stylistic features of the work of the 
SP AC company, Frank:AAPE and the Surfacing project. Thirdly, this chapter will 
explore the implications of this study to the development of new theatre based on 
training in the Suzuki Method. 
Tadashi Suzuki's theatre and the "integrated actor" 
Suzuki's theatrical style, in which the actors become the "sculptural" form ofthe 
work, is successfully realised through his training and rehearsal techniques. These 
techniques develop "integrated actors" who are able to: work through their whole 
body, unify their body and voice; and have a powerful sense of intention. Daily 
training and movement improvisations develop SP AC actors' access to their body as 
their medium for expression; in training and rehearsals vocal expression is linked to 
physical expression; and the enormous amount of pressure Suzuki places on his 
actors develops their sense of intention. Suzuki's demanding process seems to 
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ensure that his actors commit their whole being to the theatrical event and are able to 
"inhabit" each moment of a production, or, in Suzuki's words, to "become the 
fiction". 
Frank:AAPE and the "integrated actor" 
Frank:AAPE utilizes the Suzuki method to develop "integrated actors" who are able 
to: listen and respond through their whole bodies; speak from their physical centre; 
and find the "imaginative intention" within a very controlled structure. These skills 
are the basis for Jacqui Carroll's theatre works, characterized by a heightened, 
minimalistic performance style, and actors with "embodied" voices. 
Jacqui's directing style relies on actors with an ability to become the "vessels" 
through which her artistic vision is realised. These actors must have a powerful 
physical presence, an ability to speak "from their body", and a capacity to express the 
"imaginative intention" within the structure of a work. 
Thus, Frank:AAPE's training and rehearsal process creates "integrated actors" who 
are able to "fill the form" of Jacqui's work. 
Surfacing and the "integrated actor" 
As a process that explored a new application for the Suzuki Method, the Surfacing 
project presents a new way to build on the strengths of the Suzuki Method. However, 
this project also points to the need for complementary approaches to be used in 
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relation to the Method in order to enhance the work of the "integrated actor", 
specifically in relation to facial and vocal expression. 
Through my long-term training in the Suzuki Method, I was comfortable to use my 
mind and body in integration to develop the final performance. This allowed me to 
successfully work within Leah's physically based, collaborative process in which I 
was involved in the development and structuring of the work. In addition, my 
training in the Suzuki Method provided me with an understanding of the importance 
of committing one hundred percent of my energy into a stylized theatre performance. 
The Suzuki Method in relation to theatrical style 
Findings from my study indicate that the main aspects of the Suzuki Method that 
effect its theatrical applications are its approach to: 
• the relationship between mental and physical energies, 
• physical expression, and 
• vocal training. 
The relationship between mental and physical energies 
As documented in the Literature Review, Allain (1998) and Becker (1986) both state 
that the Suzuki Method focuses on actors' physical learning (rather than intellectual 
learning) through a strict teacher-student relationship in which ' ... you learn through 
the body, not through verbalised questions' (Allain, 1998: 73). 
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This aspect of the Suzuki Method creates actors well suited to Tadashi Suzuki's 
directorial process. Suzuki's gruelling directing style targets an actor's ego and 
demands that his actors commit their whole being to his productions. His rehearsals 
maintain the hierarchical power relationship established by the strict and intense style 
ofSPAC company training sessions. Actors within Suzuki's process are involved in 
Suzuki's creative process through movement improvisations, and rehearsals in which 
Suzuki asks them to invent new ways to perform the lines, or movements (based on a 
powerful sense of intention). However, this is not a collaborative process that 
involves concept analysis or discussion, but one in which the actor's physical and 
vocal actions work to create the final performance. 
The strict teacher-student relationship, established during training in the Suzuki 
Method, also fits Frank:AAPE's developmental process in which actors are the 
"vehicles" through which Jacqui's directorial vision is realized. In Frank:AAPE the 
actors learn to commit to a defined physical training structure which prepares them to 
be "sculpted" and "moulded" into the form of Jacqui's theatre productions. 
After working within Jacqui's directing style, and observing Suzuki's process in 
Japan, I was unused to the process of conceptually developing a work. This resulted 
in the fact that when I began to develop Ismene I did not question the style of 
performance I was using. After working with Leah, and being encouraged to take 
part in the process of developing a performance concept, I found that I was able to 
find a balance between the intellectual and physical processes of structuring 
Surfacing. As a consequence, Leah and I were able to utilize a cyclical 
developmental process of physical exploration, discussion, and planning. Perhaps 
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due to my academic study, I found that once encouraged to use my intellect within 
rehearsals I was easily able to shift into this process of conceptual development. 
However, I believe that without my experience training in the Suzuki Method I 
would have had limited access to the process of physical exploration. In this way, I 
feel that my training in the Suzuki Method and collaboration with Leah Mercer has 
provided me with avenue for balancing my physical and mental energies. 
Physical expression 
Strong physical expression, developed through training in the Suzuki Method, is 
characteristic of the work of SP AC, Frank and the Surfacing project. This is 
developed through physical improvisation work in SP AC, a focus on the "listening, 
responsive" body within Frank:AAPE, and physical exploration in the Swfacing 
project. These three applications ofthe Suzuki Method confirm Barba's (1999:1) 
theory ofthe importance ofthe 'biological' basis of actor's art, and Schechner's 
(1985: 229) hypothesis that 'performance knowledge enters a person by means of 
rigorous, continuous bodywork'. As stated by Cameron (1995: 75), the Suzuki 
Method takes an actor's energy away from their 'head, shoulders and arms' to 'move 
expression through the whole body'. 
This aspect of the Suzuki Method is appropriate for the SP AC company's style of 
performance in which the actors' bodies create the sculptural form of the works; and 
for Frank:AAPE in which actors' physical presence "fills" the choreographic form of 
Jacqui's works. 
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This feature of my training in the Suzuki Method ensured that I was able to realize 
Surfacing's heightened, physically-based performance style. However, it did not 
equip me for the subtle, more realistic facial expression required for the performance. 
For me, the over-emphasis on the physical within the Suzuki Method meant that I 
needed to focus on developing my facial expression for the performance of 
Surfacing. 
Vocal training 
I have found the Suzuki Method's vocal exercises well suited to the stylistics of the 
SP AC company and Frank:AAPE. The "body-voice" developed by the Suzuki 
Method, and described by Holmberg (1992:9) as 'a richer, deeper, more intense 
sound than that normally used in Western theatre', is appropriate for the heightened, 
exaggerated style of SP AC and Frank:AAPE performances which deal with extreme 
emotions. However, I found that the vocal style I had used in Frank:AAPE's 
performances, and observed in work of SP AC, did not suit the more subtle, realistic 
emotions of Surfacing. As Leah states, ' ... the Suzuki Method can develop extreme 
characterisations but where it can teeter a little is in delicacy and subtlety of emotion' 
(Personal Interview, 10/3/01, Appendix Four, lines 2272- 2274). Thus in the 
Surfacing project I focused on making the transition between my "training" and 
"performance" voice. My training in the Suzuki Method has developed a powerful 
voice that is based in the centre of my body, but has linked this voice with a 
particular performance style. In this way, the Suzuki Method sets up the mechanics 
for embodied voice, but can dictate an actor's vocal style, and thus it is important that 
a stylistic transition is made when applying Suzuki's vocal exercises to other styles of 
theatre. 
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Implications from the Surfacing project 
The Suifacing project has been a study of the Suzuki Method based on my strengths 
and weaknesses as an actor. These strengths and weaknesses have provided a 
representation ofthe results of long-term training in the Suzuki Method. 
Both Leah and I agree that the Suzuki Method can be complemented by training 
focused on vocal and facial expression. In our experience this is one of the greatest 
limitations of the Suzuki Method and an important aspect for further developments 
within the training. In keeping with the central philosophies of the Suzuki Method, it 
is possible that these aspects (vocal and facial expression) could be developed from 
an "embodied", phenomenological approach. Thus vocal and facial expression could 
be developed from within the body. (For example: physical stance can be used as a 
basis to develop characterisation; and facial expression can be seen as an extension of 
physical expression.). Perhaps new exercises could be incorporated into the Suzuki 
Method to focus on vocal and facial expression through the body as an extension of 
physical expression. 
Further Implications from this study 
This study has discussed the ways the Suzuki Method has been applied within three 
theatrical contexts in order to realise particular performance styles. One implication 
of this study is that training in the Suzuki Method can define and limit an actor's 
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performance style. Thus certain stylistic features of performance are inherent in the 
Suzuki Method, and need to be addressed when applied to other theatrical styles. 
If these facets are taken into account, it is my belief that the "integrational" capacity 
of the Suzuki Method can hold exciting possibilities for the development of new 
forms of theatre. For, whatever the limitations of the Suzuki Method, my experience 
of studying the Suzuki Method within the SP AC company, Frank: Austral Asian 
Performance Ensemble, and the Surfacing project shows that the Suzuki Method 
provides actors with: 
1. an ability to physically explore performance ideas, 
2. a unified body and voice, 
3. an ability to work with a unified body and mind to develop a performance, 
4. an ability to realise a heightened performance style, 
and 5. an ability to commit their whole performance energy to a fictional 
scenano. 
It is my hope that these strengths encourage future theatrical applications of the 
Suzuki Method that are not limited by, or defined by, stylistic applications of the 
past. 
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APPENDIX! 
4 INTERVIEW WITH JACQUI CARROLL AND JOHN NOBBS 11/8/1999 
5 
6 
7 This interview was conducted after the Toga Festival1999. 
8 I travelled to Toga, Japan with Jacqui Carroll, John Nobbs and three other 
9 members of Frank:AAPE to observe the SP AC company in training, rehearsal 
10 and performance. 
11 
12 Interviewer: Joanne Loth (JL) 
13 Interviewees: Jacqui Carroll (JC) and John Nobbs (JN) 
14 
15 
16 JL: You've just returned from Tadashi Suzuki's last Toga International Festival of 
17 Art, in Toga Village, Toyama, Japan. Could you briefly describe the set up of this 
18 festival and your activities during this festival. 
19 
20 JN: It's the last festival in its present form. There will continue to be activities by 
21 Suzuki in the Summer, this is the last of the International Toga Festivals started in 
22 1982. 
23 
24 JC: This year, Suzuki didn't bring any Internationals, he just featured his own 
25 company SCOT/SPAC. They performed one work called "Sayonara" at the Shin-
26 Sambo which is at the big outdoor theatre. 
27 
28 JL: Why do you think this is so important for your work as co-artistic directors of 
29 Frank:AAPE? 
30 
31 JN: We've found- both in Jacqui's observations from a directorial point of view, and 
32 mine as a performer, that it's very easy to think that you know and understand the 
33 training. And we've found that it's been very important to us to return to perform, if 
34 possible, and, certainly to train, and to observe the training and rehearsals because 
35 you get a much more profound sense of what, first of all the training is about, and 
36 secondly what he[Suzuki] uses the training for from his directorial point of view ... 
3 7 and they are two distinct things. I think one has to keep returning to somewhere like 
38 Japan quite continuously so one can divorce, shall we say, the intrinsic cultural 
39 attitudes of the Japanese culture, from Suzuki's artistic perspective. So that you can 
40 understand what is culturally specific to Japan, and what is International. 
41 When one person first observes, or even when one participates in the training it's an 
42 awesome experience ... the more you go back the more you realize that its not so 
43 much that they are extraordinary people, but that they're ordinary people doing 
44 extraordinary things. And so one can really see how the training evolves when one 
45 sees the training evolve over 6 or 7 years. 
46 I'm the only Australian to have been a guest artist so I would still reiterate that it's 
47 very important to go back, rather than that classic Western idea that "I've done 
48 Suzuki" or "I've done Butoh". 
49 
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50 JL: And Jacqui, what's your response as a director? 
51 JC: Well, the training when you first do it seems to be one thing. When you pursue it 
52 for a couple of years longer, it turns out to be another denser thing , and then you 
53 pursue it for a couple more years and it's more dense and more profound and yet it 
54 becomes more simple. In all that, you see Suzuki using the training to manifest his 
55 performances. And he does in fact use the training as a principally physical 
56 mechanism in a choreographic sense, to construct new works at a choreographic 
57 level before he constructs it at a text level. We've observed him in the moments in 
58 the training where he just breaks free, gets his actors to improvise or to struggle 
59 through something. He's actually seeking a way into his productions through 
60 movement - which proves him to be a remarkable thing as a director. 
61 The other thing is that I've been incredibly lucky to watch him directing. Now, I must 
62 say when I first saw it I was in awe of it. It works. It produces product. I saw 
63 Ellen Lauren working and John, of course, Suzuki's own actors. But gradually I've 
64 begun this last time- and I can't believe it's been five years I've been watching 
65 him- and the fifth year, I watched him produce new work from his actors. 
66 I saw them create new form for him, and I saw him distilling it, refining, and 
67 shaping it into the final work. And suddenly I saw another side of Suzuki, and his 
68 work as a director. He has an incredible eye. He has an immense acuity as to when 
69 the actor is actually struggling and striving, and he promotes that struggling and 
70 striving within the actor's journey. And this is how the training actually trains the 
71 director to be acutely aware of what the actor has to find. And so, 
72 in the Suzuki style, the director needs to probe the actor at a very intense, highly 
73 specific level to find this thing he's looking for. 
74 
75 JN: He's very definitely, actually, in the space, next to them, with them, he is 
76 interpenetrating with them in the space. And I think, really, he's trained himself to 
77 direct like that by observing the training. 
78 Many people think that the trainer is about the 'trainer' standing there telling people 
79 what to do. But incumbent on the person taking the training is the responsibility of 
80 being incredibly perceptive, both in vocal and physical terms with that. 
81 And so one can see that Suzuki has trained himselfup with his actors, and this 
82 makes him very rare as a director in terms as a textual director, because very few 
83 directors do that. Most of them stand outside of the space and throw things in but 
84 they're not actually in the space with them. 
85 
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APPENDIX2 
102 PART ONE: INTERVIEW WITH JACQUI CARROLL 12/7/2000 
103 
104 Interviewer: Joanne Loth (JL) 
105 
106 
Interviewee: Jacqui Carroll (JC) 
107 JL: Why is the Suzuki Method an integral part of Frank:AAPE? 
108 
109 JC: It is essential, I believe, that actors have a coherent training methodology 
110 within the whole group. I have never encountered a methodology as defined, as 
111 philosophically sound, as rigorous , probing as the Suzuki training method. I 
112 believe that the actor needs a solid craft as a basis. The actor needs to have a 
113 common language with the group and the director, so that directions can be acted 
114 on with a sense of common purpose. The Suzuki training is the only training - and 
115 I have encountered many - that actually deals with these questions and answers 
116 them. It also develops an extraordinary performer. 
117 Everything which the company [Frank] does is achievable because the Suzuki 
118 training puts the actor in the right frame of mind, the right frame of body, and the 
119 right frame of voice to achieve these things. 
120 
121 
122 JL: How do you think the exercises of the Suzuki Method achieve what you refer 
123 to as 'the right frame of mind , body and voice'? 
124 
125 JC: The exercises allow the actor to self-examine themselves as to their intent, their 
126 purpose. 
127 Because the framework is so simple and yet so penetrating, the director or trainer can 
128 look into the actor and perceive weaknesses and strengths. It's a total methodology 
129 that allows the trainer to perceive the actor so clearly that any shift of focus in the 
130 actor is immediately visible. It means that the director can acutely train 
131 themselves to achieve changes within the actors' performance skills and 
132 performance requirements. 
133 
134 
135 JL: Why is it so important for the training to be based in the body? 
136 
137 JC: Well, I don't understand how one could divorce the actor from their body, 
138 or the voice from the total performance. If the actor hasn't got a body presence 
139 then the voice is not going to do all the work on behalf of the actor. The Japanese 
140 believe that the body is a powerful instrument and that the audience should respond 
141 to the body. 
142 
143 
144 JL: What aspects of acting do you feel that Suzuki Method addresses? 
145 
146 JC: Watching the Suzuki company perform, you've just got to say that that is 
147 the ultimate goal. It's such a dense, complete performance by the actors. And that 
148 is what we are aspiring to. 
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149 
150 JL: So in your experience of training actors in Frank, what have you seen the 
151 Suzuki Method give to your actors? 
152 
153 JC: I've seen it give them stage presence - the ability to actually stand on stage. 
154 Though perhaps seemingly doing nothing, actually doing a lot. I've seen them able 
155 to hold the audience's attention. Now this can only improve. So much of what 
156 people see of Suzuki method is form. Now choreographically speaking form can be 
157 easily achieved, but can content be achieved? The content is the nugget of the 
158 matter. The form is the outside shell in which the content must sit. The form, which 
159 is pretty attractive, and we can get better and better and better at form. But can we 
160 get better at content and intent? Now if we can do that - we can fill the form with 
161 this amazing content and direct the play with this amazing intent. And I think 
162 that's what we're touching the edge of much more powerfully now as a matter of 
163 time. 
164 
165 JL: Do you think that comes through the Suzuki Training? 
166 
167 JC: Absolutely. 
168 
169 JL: Are there any aspects of performance that the training doesn't address? 
170 
171 
172 JC: For myself! find it amazingly satisfying, but there are other people who 
173 wouldn't agree. There are outsiders who would say otherwise. But for myself the 
174 most satisfying theatre I've seen is based on the Suzuki Method it is a complete 
17 5 method - attention to matter, its attention to detail. 
176 
177 JL: I was wondering if there were any things in rehearsals you use to complement 
1 7 8 the training? 
179 
180 JC: Yes we use the training as a framework in which to explore other things, and 
181 yet I'd say we haven't diverged from the training. We've added to training, but 
182 we use the methodology as a basis for our own investigations. 
183 
184 JL: Can you give us an example of these investigations ... 
185 
186 JC: I feel that we are trying to inject into the actor a sense of real purpose- that you 
187 don't do anything unless you really mean it. The point is that the actor must do 
188 everything as if at that moment there is only one thing to do and that is what you 
189 are doing. It is to do with intent, with content with form - everything together. 
190 Specific exercises we do, for example the pig sticking are to make the actors, 
191 and particularly the female actors investigate that hard interior part that often they 
192 lose. Because it's only when the female puts the male quotient inside the work, and 
193 the male puts the female quotient inside the work that we will get this fully 
194 completed performer. And so these aspects of the training are [for the actors] to 
195 return to the basic interior dark thoughts, the true animal basis for the most 
196 compelling performance. 
197 
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198 JL: At the moment what is your main purpose, your current investigation as a 
199 director? 
200 
201 JC: I guess what I'm trying to do is to introduce abstract wit, to introduce a new 
202 form into the works. 
203 To keep looking at other possibilities so that we don't get stuck in a very nice 
204 form rut. An endless investigation of form and content - all these things have to 
205 balance out with each other. 
206 Abstraction - Suzuki has shown us in the most brilliant way - how to abstract the 
207 form, how to abstract the thoughts- get the actors working in odd abstracted word 
208 situations, abstracting the dialogue situation so that the dialogue has been moved 
209 around, changing the time frame, squeezing the time across different frameworks ... 
210 
211 JL: What is the purpose of your use of these forms? What is the purpose of the 
212 style of your productions? And why did you choose the story of Rashomon with 
213 which to explore this style? 
214 
215 JC: I suppose it's always appealed to me. Nobody has done it before in Australia. 
216 The performance of Rashomon onstage - I don't think it's been done very often. 
217 It appealed because it was difficult, and because it is a really good story; so along 
218 with its problems, it's also a great tale. 
219 
220 JL: You've also added text, from absurdist plays. What is the purpose behind this? 
221 
222 JC: It's to give it that cubist view, where you can't let the audience know what's 
223 going to happen next. .. so that you're always ahead of the audience, you don't 
224 present the obvious. That's one of my main reasons for doing Rashomon in this 
225 way. 
226 And also to relieve the tension about these things, so that it's not just an unrelieved 
227 story about a gloomy situation, but it has other elements. 
228 
229 JL: How would you describe the purpose of the Cubist style? 
230 
231 JC: I guess when you take a play there is a tendency to play it from A to Z. 
232 There's a logic- People aren't ready for the distillation of text that we work on so 
233 hard. It's not straightforward. I suppose I'm interested in the kind of play that's not 
234 straightforward, doesn't have this linear quality. 
235 The problem with modem plays is that they are terribly linear -there is no shock or 
236 surprise for the audience. 
237 My aim is in not making the form, the structural form, predictable. 
238 
239 
240 JL: How has your choreographic background influenced your theatre work? 
241 
242 JC: I guess the principal thing about my choreographic background is that I don't 
243 look at the list of characters at the beginning of plays and character description 
244 and let that dictate my interpretation of the play. 
245 To me, choreography has given me the ability to look at a play like The Tempest 
246 and do it with sixteen dancers. Choreography has made me very free to make those 
24 7 kind of decisions. 
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248 To use the text choreographically, to approach the core of the work. To not be 
249 distracted by the fact that the actor may not be the age group they are meant to be 
250 representing. 
251 
252 
253 JL: How do you work with actors and their voices? 
254 
255 JC: I know that with a few exceptions, the audience loves our voices because they 
256 understand everything because of the powerful clarity. 
257 I think now we're getting that chiascuro, that light and shade, we're getting much 
258 more flexibility in the voice than we had earlier. 
259 You can't get flexibility at the expense of power it will not happen, all the light 
260 and shade has to happen on top of those elements. 
261 I hear it, I know when it's working and I know when it doesn't work, it's not 
262 going anywhere - it's a dead voice. 
263 
264 The energy should ferment in the body and then emerge through the voice. Now 
265 if the body's not engaged then there's no cauldron in which the voice is being 
266 prepared and the voice is just emerging without anything driving it. It's coming 
267 from no imaginative centres. 
268 Now I don't care what anyone says, if you bypass those organic, imaginative 
269 centres, then the voice is a hollow beast. That's what we're looking for: the 
270 voice that is full of body imagery, body imagination. So that literally a sense of 
271 the body is driving the voice. 
272 
273 JL: Can you tell me about your way of exploring text with actors? 
274 
275 JC: Well, first of all I would suggest a line should be said this way, or that way, 
276 as an idea. Then demand that the actor give me more, that they explore the internal 
277 processes more, that they go further into it, that they actually investigate what 
278 they are really talking about. Then I would focus on the purpose of the voice for 
279 the audience. Like I said the other day, the voice as aria. The actor should have an 
280 immense awareness of what the audience is actually getting, so at no point are you 
281 throwing the word away - it is resounding and is resonant with intent. 
282 
283 Shakespeare is very valuable to the actor because it gives them a lot of room to play 
284 with those things. Common language is dangerous because it doesn't appear to be 
285 poetic, it doesn't appear to deal with those things. Basically we are dealing with 
286 the emotional heart of the piece. 
287 It all comes from the centre, the imaginative centre that ferments in your body 
288 before you open your mouth. I know when the actor is not engaged with their 
289 imaginative world. 
290 
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300 PART TWO: INTERVIEW WITH JOHN NOBSS 12/7/2000 
301 
302 
303 Interviewer: Joanne Loth (JL) Interviewee: John Nobbs (JN) 
304 
305 
306 JL: What do you think are the purposes of the Suzuki Method? 
307 
308 JN: The Suzuki Method as I see it is a very practical way of developing the voice 
309 and body of the actor. 
310 I suppose the basic exercises are to do with grounding and self establishment. The 
311 most famous, or the most powerful mechanism within the Suzuki training is the 
312 stomp which is about embracing the ground. 
313 It is the use ofthe stomp and the grounding which gives the actor a 
314 sense of place on stage, a sense of connection to the floor with is generally the 
315 actor's only surface with which he or she works. Suzuki technique is very much 
316 concerned with the lower part of the body, through the thighs the knees and the 
317 ankles, and how the centre of the body relates to the floor. 
318 
319 JL: Why do you think there is so much emphasis on the body in the Suzuki Method? 
320 
321 JC: As far as I'm concerned, and I think as far as Suzuki is concerned, the body 
322 must learn first. The mind is really the vehicle through which our history is 
323 analysed- the initial learning must be experiential , and the ultimate experiential 
324 is really in the body. So that must be experienced first. The mind then collates all 
325 that experiences, to analyse all those situations. But one of the big problems with 
326 Western approaches is that it is too intellectual, it's too mental, no discovery is 
327 really made purely in analysis of a theory. 
328 
329 JL: How does the voice fit into this? 
330 
331 JN: As far as we're concerned because the body is a much bigger, much more 
332 overt instrument. The voice is a much more sophisticated mechanism. The voice 
333 and the actual mechanisms within the voice works are very hard to analyse and in 
334 fact no one actually knows what they look like. So because the body is the initial 
335 learning process The learning of vocal work, the gaining of vocal skills is really 
336 used analogous to the voice. 
337 
338 JL: So you think of the voice and body as one instrument? 
339 
340 
341 JN: It's much easier to understand the body because it's much easier to see the 
342 body, to feel the body. If one takes as assumption that the body is an entirety, a 
343 Gestalt, then what applies to the body really should apply to the voice. So one can 
344 abstract if you like, or evolve an appreciation of vocal training from an 
345 appreciation of body training. 
346 
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347 I see the voice of the actor as very much analogous to the punch of a boxer. Now, 
348 if you think of the way a boxer punches, his or her upper body has to be strong, 
349 but the connection with the floor has to be even stronger, otherwise their upper 
350 body strength is absolutely meaningless. 
351 The voice is a physical action, it is physical energy in space. There are many 
352 ways to talk about that and how one absorbs the voice into the body, but 
353 essentially it can be seen in terms of voice production. 
354 Here I'm not talking about acting at all, I'm talking about sheer voice 
355 production. What we are talking about in terms of this training is about voice 
356 production, not about acting. It's quite a big distinction in our training processes 
357 between voice production, voice control, body production, body control and the 
358 act of acting. 
359 So we are talking about the craft of voice and body development. 
360 
361 Another thing about the Suzuki training is that you really only learn about your 
362 voice and your body at the point of collapse. So one of the very biggest tools 
363 or devices in the training is the idea of repetition ad infinitum, if you like. 
364 I'm talking from practical experience, and I teach from practical experience. The 
365 purpose is to set a series of exercises which are simple: not dependent on a 
366 person's age, body structure or facility, so it's very equal in that sense. Each 
367 exercise is formed by each person, so when we're setting an exercises we 
368 construct the exercise so that everyone can do them- so it's really the lowest 
369 common denominator in that sense. So I think it's very important to have simple 
370 exercises repeated for a very long time. 
371 And also when you do something for a very, very long time you tend to meditate 
3 72 on it, because when you are doing something for a very long time you are 
3 73 effectively looking at yourself. This self assessment or ratification is only 
374 possible with simple exercises that are done for a profoundly long time. 
375 
376 JL: Why is the Suzuki Method integral to Frank:AAPE as a company? 
377 
378 JN: I was looking for a type of disciplinary training which would involve the 
379 training methodology which I'd experienced as a dancer. All the other acting 
380 methodologies I could find, I couldn't relate to them and link them to my own 
3 81 personal history. 
3 82 When we first found the Suzuki technique we were really struck by its 
383 synchronicity with our dance technique. 
384 Most dance companies have a strong technical training system, they don't vary it 
385 very much, so I think once you find a system that works you really should stick to 
386 it, and find out the truths within that system, rather than hopping from bush to 
387 bush like a butterfly. 
388 The Suzuki Method is completely reducible to simple issues about yourself: 
389 yourself in terms of occupying space, yourself in terms of constructing a highly 
390 charged neutrality which can develop into any direction. Because of its 
391 repetition, and this ablation of false ornamentation caused by repetition, it actually 
392 reduces it to more simple issues. I can make analogies to ballet in which the ton 
393 due and the plie which really are the ultimate ballet exercises. It's the basic 
394 exercises in Suzuki which you can always come back to, so you are not getting 
395 sidetracked by issues of fashion, which you can easily do when you are not 
396 addressing the same thing all the time. 
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398 We're interested in creating a theatre where great spiritual issues, transformative 
399 issues, such as Oedipus, Macbeth, Hamlet are discussed. 
400 So we're looking for a performer of great spiritual strength I believe that the 
401 fundamental issue about the Suzuki training is that if you have a strong spirit, you 
402 will gain a strong voice and a strong body- it's as simple as that. The spirit of the 
403 performer will drag all of this craft with them. 
404 Human beings have incredible potential. People have been known to achieve great 
405 feats of physical strength if they are required. This goes way beyond the 
406 biological truths of living to spiritual strength. Given that this almost nuclear 
407 energy is in the body, our daily life doesn't required it. So we would say, if you 
408 want to deal with these powerful issues onstage you have to generate a very 
409 powerful spiritual, physical and moral being. This training because of its 
410 inherent ruthlessness, and inherent brutality - when taught properly I might add, not 
411 taught brutally - does provide I believe an actor of great physical strength. 
412 It also provides an actor that is not only intellectually equipped with focus, he 
413 or she is physically focused. It's really approaching an actor like an athlete, a kind 
414 of spiritual athlete. 
415 
416 JL: What aspects of performance do you feel that the Suzuki Method doesn't 
417 address? 
418 
419 JN: The Suzuki Method is a very strong, committed system. It probably doesn't 
420 address those issues of softness, effeminacy ...... urn ... I really can't answer that 
421 question. 
422 
423 JL: But then in the training you do teach the importance of softness .... 
424 
425 JN: That's true, I really do teach that. The training can be taught very harshly but 
426 I believe that the training has enough inner harshness and it doesn't need to be 
427 taught harshly. I try to encourage the softer more subtle aspects of the training. 
428 The softness adds a sense of suppleness. I believe that it's very important for an 
429 actor tohave a journey. To have a start to a journey an actor really needs to be self 
430 defined -to say 'I am standing on this spot' and 'I am starting the play now'. 
431 However it's not enough to be self-defined you must be on a journey. So the 
432 softness and suppleness gives the elasticity to adapt to emotional and psychological 
433 changes. Now these changes are within the play's structure and you must be able 
434 to adapt to that. 
435 So as well as having this enormous strength you got to ally that strength with an 
436 ability to adapt, to generate emotional changes, to generate psychological changes to 
437 portray that to the audience. 
438 And also this training is about plurality- spiritual versus animal, masculine versus 
439 feminine, yin versus yang, softness versus hardness ... and it's when those two 
440 things meet in that neutral centre that I believe the great function of the training 
441 really is. And that's very much an Eastern concept- the yin-yang is very Eastern. 
442 And we believe that it's something our Western theatre can do with a lot more of, 
443 and that's another reason for the Suzuki training. 
444 
445 
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446 JL: What are the differences between Suzuki's company's use of the Method and 
447 Frank's use of Method? 
448 
449 JN: When I travel to Japan I try to distil that which is International to that which is 
450 intrinsically Japanese. This has taken quite a long time. So I would say that what 
451 connects us to Suzuki is really our 'Intemationalness'. 
452 The difference I would say that we both use the method in terms of training an 
453 actor. Mr Suzuki would direct his actors in a more Japanese sense. He has 
454 developed this company over a period of nearly 40 years. Our company is only 
455 relatively young, and the whole thing is very much embryonic in a way. 
456 
457 JL: How do you approach the exercises differently? Are there any different exercises 
458 you include in the training? 
459 
460 JN: I decided that it is important within a Western context to provide much more 
461 information- within a Japanese context they don't they just say 'Do it again'. 
462 Jacqui and myself, who have analysed the Suzuki method from very much a dance 
463 perspective, decided that you have to be more inclusive in a way, you need more 
464 interesting exercises, you need more light and shade within the structure of the 
465 exercises, you need more change really. I'm not sure whether that's to with the 
466 actors' interest, or my own interest in terms of watching the training. And I've also 
467 used the training as an extension of my experience with Suzuki. So I've come back 
468 from Japan with more profound information and conveyed that in the training. So 
469 the training in that sense is based on my experience devolved to the actors. Quite 
470 different from Mr Suzuki who's not a performer himself, but a director. In terms of 
471 my training I'm training as a performer within a company, but also the 'captain 
4 72 coach' so to speak. So it's very important for me to discover stuff in the training, 
4 73 discover stuff in the exercises which I can then impart to the actors. 
474 
475 JL: What are some differences in Frank's training? 
476 
477 JN: The biggest difference is in voice- from full voice to quiet voice to whisper. 
478 To give the actors greater range appreciation, greater development we've actually 
479 used these three voices. The other thing of course is that I'm only aware of 
480 Suzuki's training exercises that we've been shown in the last eight years. 
481 
482 JL: You say the Frank training has more light and shade ... why choose to do that? 
483 
484 JN: I suppose I should preface this by saying that, Suzuki has no notes about 
485 how to direct an actor, no one method in training an actor. 
486 So we're looking at all the experiences an actor must have in terms of psychology 
487 and emotion. But we do make a distinction between the actual training systems and 
488 the rehearsal method. We rely on Jacqui to actually develop the emotional and 
489 psychological connections. One of the interesting things to observe in the Frank 
490 training, the improvisational aspects to 'Enka' or 'King Lear' music .... Often one 
491 develops greater choreographic or vocal connections when one is watching an 
492 improvisation. So part of the change in colour in the improvisations is to provide 
493 myself as the trainer with different mechanisms by which I can make the actors 
494 connect with certain things. 
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495 In the Western context repetition isn't enough. You also have to provide an actor 
496 with a different avenue of discovery. So we will go through periods when we 
497 will talk about, say, the energy within the solar plexus, and concentrate on that for 
498 weeks and weeks. In Japanese terms they get through actors' blocks by actually 
499 hitting the actor. You can't really do that in the West. Urn, so you have to find 
500 ways to break down the habitual processes of a performer and you can do that one of 
501 two ways: just by repetition, or you can do it by actually changing the way an actor 
502 looks at what he or she is doing. 
503 So we aim to loosen up the actor to give a sense of possibility. We do a lot of 
504 exercises with our eyes shut, so we gain greater awareness of sensory experience. 
505 Other exercises where we'll actually reverse things. My conception of the Suzuki 
506 training is that it is not a fixed thing. Some nights we'll spend hours on each 
507 exercise. 
508 One of the greatest aspects of the training I've seen as it's developed within our 
509 company is that in order to gain strength and power you have to be listening 
510 harder. So you have two forms of energy flow - one is the energy flow going out, 
511 and the other is the energy flow coming in - the modulation of what you are doing, 
512 or the feedback mechanism so to speak. 
513 The most important thing for the actor is self knowledge, the development of the self, 
514 or the understanding of the self. To be in the moment and to be of the moment at 
515 the same time- this is a very complicated demand because one almost precludes the 
516 other and all these things must be ongoing 
517 Another aspect of our training is the sense of cumulation. We don't ever say to the 
518 actor you are doing this wrong ... no we say' do everything you are doing but do this 
519 as well, add softness to what you are doing'. So it's quite a different way of looking 
520 at a person's learning process, rather than being judgemental it's about being self-
521 judgemental in a way. 
522 It's about creating a performer of great moral and spiritual strength. It's also about 
523 creating a performer who knows who they are, but don't know who they are 
524 going to be. You must have a starting point, and I think the weakest things about 
525 most actors is that they are actually not starting anywhere, they have no zero. 
526 
527 JL: In practical terms how do you get that? What does the Suzuki Method do? 
528 
529 JN: It's complete commitment. We would say the most important aspect of the 
530 training is that intent - your intent to try and do something. Since everybody is at a 
531 very different point in life in terms of their age, experience, gender ... then 
532 everybody's got a different starting point. So you have to develop a method that 
533 allows everyone to participate in the same thing, while at different stages of the 
534 JOUrney. 
535 So that there is an individual development as well as a group development. 
536 The training because it's sheer attempt at super human or beyond human 
537 achievement does develop this spiritual power in a sense. 
538 The stomp is the basis of this training really. The stomp is an attempt to embrace 
539 the ground, or the world, or the plane in which you are living ... which is nearly 
540 always the floor. It's an attempt to embrace that as fully as possible. Now you can 
541 either do this in a very loud sense or a very quiet sense. I suppose the aim of the 
542 training is to engage with the world in the most comprehensive way possible. 
543 I was with an Italian man in Toga one year and we were watching the training 
544 together. And he wasn't an experienced actor by any means, he was a journalist. 
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545 And after the training he said to me "It seems to me, the stomp is the most 
546 incredible way of saying' I am standing here"'. This is a very acute observation of 
547 the training because it is about self definition. It's about saying- I am really here, I 
548 am starting a journey now. 
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595 APPENDIX THREE 
596 
597 INTERVIEWS WITH THE MEMBERS OF FRANK:AAPE 
598 1417/2000 
599 
600 
601 These interviews were conducted during Frank:AAPE's training intensive at Karnak 
602 (Far North Queensland). The interviewer Joanne Loth is referred to as 'JL', 
603 Interviewees are referred to (within the body of the interviews) by their initials. For 
604 example Will Bligh is WB. 
605 
606 
607 
608 Will Bligh 
609 Age: 29 
610 In company: 4 years 
611 Performed in: Salome, Heavy Metal Hamlet 
612 Travelled to Japan: 1998, 2000 
613 
614 JL: What do you think are the purposes of the Suzuki Method? 
615 
616 WB: To attain focus both mentally and physically, to attain a sense of physicality-
617 this is sometimes referred to as stage presence- and to strengthen the relationship 
618 between the internal and external parts of the actor. 
619 
620 JL: How would you describe the physicality that you experience from the Suzuki 
621 Method? 
622 
623 WB: The idea is to become more centred as a performer. What this allows is not 
624 only the body to free up but also the voice. It also gives a sense of grounding the 
625 actor on the stage, or in the space. The purpose of the physicality is from the 
626 audience's perspective where .. the performer in order to get this needs to be in the 
627 moment. So for the audience (because the actor is actually there, or grounded) it is 
628 actually more interesting to watch. It searching for a particular state that the 
629 performer needs to be in in order to reach the potential that the actor can reach. It's 
630 quite common to talk about being in that moment but the Suzuki Method provides 
631 exercises in which to physically do that. 
632 
633 JL: What is it about the exercises that develops this sense of physicality? 
634 
635 WB: It's not about the form of the exercises, in some ways you can never do the 
636 exercises correctly ... urn .. it's a bit like meditation, you just need to keep going into 
637 the exercises. 
638 
639 
640 JL: What aspects of acting do you think the training doesn't address? 
641 
642 WB: I think the main thing is characterisation. It doesn't directly address the 
643 It puts the actor in a particular state in which they can be interesting , grounded, and 
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644 have a strong voice. But I think in order to take on a character you need to, from that 
645 state, you have a clear board from which to start your own characterisation. From 
646 there the actor has to go away and find his own experience, find the parts of 
647 themselves which relate to the character they're playing. 
648 
649 JL: How has the training developed you as an actor and performer? 
650 
651 WB: I think my weakest point was physicality and this is why I was interested in the 
652 Suzuki Training. But as I've gone along I've got a lot from the training because it's 
653 meditative - you just keep going deeper and deeper into yourself. 
654 
655 JL: So how does this make you a better actor or performer? 
656 
657 WB: I feel that I'm becoming stronger over time as a performer. I'm becoming more 
658 connected. My internal and external worlds are becoming more distinct, so I'm able 
659 to stand very still onstage and yet internally have a lot of things going on. This 
660 becomes more apparent as I go deeper and deeper into myself. 
661 
662 JL: Why do you think the Suzuki Method places such a strong emphasis on the body? 
663 
664 WB: Because in order to manifest things in the physical, you have to use the 
665 physical body. That's one of the weaknesses of western techniques, as far as I can 
666 see, they are too .. ah ... internal. Yes, acting is internal, it is about doing that. But 
667 the bottom line is that these things have to be communicated to an audience. To 
668 communicate something to an audience it has to be manifested in the physical. So 
669 for a strong performance, the actor has to actually be grounded. The other thing is 
670 that the mind can get in the way of the performer. By doing the exercises , you 
671 gain the understanding you need to become grounded. It's not about sitting around 
672 thinking about it, it's about just physically doing it. 
673 
674 
67 5 JL: Why do you think that is beneficial for an actor? 
676 
677 WB: I think that it is the quickest way for a person to realise their potential. In the 
678 mind people get caught up in ideas about what they are, what's correct, what 
679 actors should be. If you throw these ideas out of the window and just physically do 
680 things, I think that it allows the actor a quicker process of becoming something 
681 onstage. I think, as far as I'm concerned, this is the quickest way I can progress as a 
682 performer. 
683 
684 JL: How do you think the method actually develops a performer's potential? 
685 
686 WB: I think it's about self realisation, it's about discovering yourself. Ifyou are 
687 not prepared to then your process will not be as quick as someone who is prepared to 
688 reflect upon themselves, be critical, work hard, be focused, and committed to the 
689 training. Someone with that openness will attain a higher level. 
690 
691 
692 
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693 JL: What do you gain from travelling to Japan to observe the Suzuki company in 
694 training and performances, and train with the Suzuki company? 
695 
696 
697 WB: Watching the performers has been really valuable because I get a sense of what 
698 I am searching for - you get a strong sense of presence, a strong sense of focus, a 
699 strong sense of commitment to their part. They are giving 100%, they are there in 
700 that room. Mostly I'm learning from the sensation that I'm getting in my body. They 
701 are communicating something to me, and I'm feeling this in my body. So I walk 
702 away from a rehearsal or a performance and I've learnt something in terms of 
703 finding that state which I'm looking for the whole time. 
704 Training with the actors raises the expectations you have on yourself, it throws you 
705 into an arena which is international. The focus, their whole attitude is slightly 
706 different to Frank's which is interesting, It's a different perspective on the training, 
707 and you learn a lot from that. They're Eastern and we're Western- there are always 
708 going to be differences in the way we approach the training and the way they 
709 approach the training. 
710 
711 JL: You've just mentioned some of the differences between our training and the 
712 Suzuki company's training. What have you learnt from the Suzuki company's 
713 training, observing their training and training with the company ? 
714 
715 WB: One of the fundamental lessons is that it's [the training] not form, it's what's 
716 underneath the form. There are no positions in Suzuki, it's all about the internal 
717 drive I guess. Just watching them train, again, you get this sense, you pick up a 
718 sense, of how you should be doing the training ... and the next time I do the training 
719 I try to keep that sense. And it's to do with physicality, it's to do with internally, 
720 it's to do with the whole picture and the whole performer. 
721 
722 JL: What do you see as the differences between the Suzuki company's training and 
723 Frank's training? 
724 
725 WB: The way the training is conducted. Suzuki's training is a lot shorter, more 
726 intense and quicker- we do it a lot slower. Now I'm not sure whether the 
727 reasoning behind the fact that we do it slower is because it's western thing, or a 
728 particular attitude, or it's something that Jacqui and John consciously try to do. 
729 
730 JL: How do you think it changes the way we train because we do it slower? 
731 
732 WB: I have a say that there is a fundamental difference in the companies in terms 
733 of they are full time, they train every single day, whereas we are a part-time 
734 company. And because we are part-time we have less trainings and the trainings tend 
735 to be longer. This may well be the main factor. 
736 I also think that Frank more and more tends to talk more about the training than 
737 what I've seen Suzuki do. I think Frank has more corrections. I think because of 
738 John and Jacqui's dance background, they take more of a form approach to the 
739 training whereas Suzuki takes a more internal approach- that's the difference. 
740 
741 JL: How do you think Frank, or Frank's training is distinctively Australian? 
742 
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743 WB: Yeah. I think that the contribution that Frank has made to art is that it has 
744 taken this Japanese training method and put it in a different cultural context. I think 
745 that this is very important point. 
746 
747 JL: What is it that is distinctively Australian? 
748 
749 WB: I think it's the way the training is conducted. A lot of it is actually to do with 
750 our bodies. Our culture is in our bodies. When I was in Shizuoka I was watching 
751 the Japanese actors walking forward in the Shakuhachi, and they had a very different 
752 sense in their bodies than we do in Australia. They actually have a different culture 
753 in their bodies. I think what's particularly interesting about what Frank's doing is 
754 that it's doing this very eastern method, but it's doing it with Australian bodies, with 
755 an Australian attitude. The Japanese have a more group mentality, we have a more 
756 individual mentality. Japan has more of an extreme culture. I think Australian 
757 culture is less extreme, I think it's softer. In a way maybe we're more open- we 
758 have a lot of influences from overseas- we're very accepting. Maybe a Japanese 
759 couldn't take on such an intensive training method from a different country. 
760 
761 
762 JL: Why do you think the Suzuki training is an integral part of Frank ... ? 
763 
764 WB: It's the whole language that we use, it's how we communicate. You need the 
765 whole training method in order to get the actors to do particular things. You need this 
766 language for things to be communicated between the director and the actors, so that 
767 they can be linked. So how do you get that spark? How do you get that spontaneity-
768 you need a way in order to do that 
769 
770 JL: So why the Suzuki Method? 
771 
772 WB: I think the type of theatre we do is very strong, very focused. It's a different 
773 way of looking at contemporary theatre. Contemporary theatre is quite weak I think 
774 in this way, and generally disregards these very important aspects of an actor. I think 
775 Frank is doing a very important job, not only in Australia but also internationally-
776 by work that they are doing 
777 
778 
779 JL: How would you describe Jacqui Carroll's directing style? 
780 
781 WB: I would describe the way that Jacqui works as a director as organic meaning ... 
782 growing. Like when she comes to a performer she has a very broad, a large scale of 
783 what she is trying to achieve. The way she works with the actors is very 
784 collaborative as well. Nothing is pinned down ... it's a matter of .. you know she'll 
785 ask you to try something, or maybe give a general movement, or an idea of what she 
786 wants. But it's up to the actor to do that and even add something to that. So in that 
787 way it is collaborative. 
788 
789 JL: What do mean by 'organic process'? 
790 An organic process is one that is changing, which is evolving. One good reason for 
791 having a long rehearsal process is that it allows this process to actually reach some 
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792 conclusions, involving something of a lot more substance. Something which is a 
793 developed piece of work. 
794 
795 
796 
797 LISA O'NEILL 
798 Age: 27 
799 In company: 6 years 
800 Performed in: Orpheus, Macbeth, Romeo and Juliet, Salome, Heavy Metal 
801 Hamlet 
802 Travelled to Japan: 1998, 1999, 2000 
803 
804 
805 JL: What do you think are the purposes of the exercises of the Suzuki Method? 
806 
807 LO: I think basically the exercises are designed for you to get to know your body: to 
808 know what your body is doing and to make your body do things- so that if your body 
809 has to be somewhere at a certain time you can actually get it there at that certain time. 
810 To have control over your body. 
811 
812 JL: What aspects of acting or performing does the training address? 
813 
814 LO: I think it helps you develop a vocab. Vocally it helps you develop a vocabulary 
815 so that when called upon by the director you have a physical and vocal vocab that 
816 you can actually drawn on to create what you have to create while you are on stage. 
817 Because it's such a regimented and repetitive training system, there's a lot of time 
818 for you to reflect on what you are actually doing. So I think that helps you at the 
819 moment when you are on stage, when you've been given a character to actually 
820 really be quite cemented in yourself with that character. 
821 The training gives you a starting point, a really firm foundation. It gives you a 
822 'stage': You've got the stage and then you stand on it. If you didn't have a vocab 
823 sitting in your body you can't actually gauge anything against it. You need to 
824 compare things with something else to work out what you are actually doing, and if 
825 you don't have all this information sitting in your body ... you can't register your 
826 progress and where you are going. You've got something solid to come back to. It's 
827 that thing of improvising without any anchor point - you need an anchor point when 
828 you are improvising so that you can register where you are. It gives you an anchor 
829 point to know where you are going, because you know where you have come from. 
830 
831 JL: For yourself, who's been training for about six years, you've got the vocabulary. 
832 At the moment what else are you getting out of the training? 
833 
834 LO: For me I have moved through so many stages. Just the simple ten-tek-a-ten for 
835 example -year after year it feels different in my body. You know it took me four 
836 years before I really did feel my feet on the floor. A year after that I did feel 
837 something drop out of my chest into my stomach- you know it's such a long 
838 process. 
839 The training releases the tension out of your body. I'm speaking from a dancer's 
840 point of view - I've been working with the body for a very long time .. so these are 
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841 things which I focus on to try and release tension out of the chest into the stomach. 
842 And I find that if that tension is released you can 'hear' what you are doing better: 
843 you can hear physically what you are doing, you can hear vocally what you are 
844 doing --- the minute it's held in space you loose contact with that. 
845 
846 I specifically like this training because I want the audience to really be able to read 
84 7 me clearly and if I can release physically and vocally down into my gut, then I think 
848 the audience will be able to register me better too and that's what it's all about. 
849 
850 JL: What aspects of acting doesn't the training address? 
851 
852 LO: OK, I don't have a background in acting. Once again, I'm coming from the 
853 only point of view I know - the body: and I even approach my vocal stuff through 
854 my body. I get to my characterisations through my body. because I haven't played 
855 characters before ... You do in dance but in a very different way. So in acting I focus 
856 on my energy, and I change the energy in my body to change my vocals, to give the 
857 right impression of the character I'm playing. So I always really focus on the body. 
858 So to find emotion I take it from my stomach. That's all I know because I haven't 
859 had anything else to draw upon. 
860 
861 JL: How has the Suzuki training developed you as an actor and performer? 
862 
863 LO: I'm much more aware of what I'm doing onstage. It's a very different feeling 
864 onstage to be aware and in control every moment. I used to think I was, but I wasn't. 
865 So I do have more control of moment to moment things. And I feel really different 
866 performing now to the way I did 6 years ago. And I feel like I can manipulate the 
867 audience more, and really bring them in. And there's a stronger interaction there. 
868 
869 JL: Why do you think the Suzuki method places such a strong emphasis on the 
870 body? 
871 
872 LO: Because if you are sitting as an audience member watching a performer 
873 onstage, what are you looking at? You're looking at a body, and to me it doesn't 
874 really matter how ... For me as a spectator the performances I connect with most, I 
875 actually will connect with on a very guttural level- If I get really taken by something 
876 it's because something is going on in my gut and it's a real sensory thing. And to 
877 create that , a performer needs to be doing all that work with their body too It's a 
878 give and take thing between the performer onstage and the audience member and it's 
879 all happening .. it's all a sensory thing .. it's all a body thing, it's all an energy 
880 thing .. it's not so much an intellectual thing. 
881 
882 JL: What do you gain from travelling to Japan to observe and train with the Suzuki 
883 company? 
884 
885 LO: The thing I notice most about them is their initial attack with things, their 
886 intention is very strong. Even if they are not strong - like the newies - even if their 
887 bodies aren't strong yet, and they're not very articulate, and they're not precise ... 
888 they've still got this initial attack- it's very quick. 
889 When you watch them the actors are there for the audience - they're not there for 
890 themselves .. which is pretty obvious. I don't see any egos onstage performing. 
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891 Their performances tend to wash over me. I don't necessarily register all the different 
892 elements that come together to make a performance. 
893 When you see really good performances it connects with you on a sensory level, 
894 rather than an intellectual level. So a mood is created and you kind of indulge in that 
895 mood. 
896 
897 
898 JL: What do you think are the differences between Frank's training and the Suzuki 
899 company's training? 
900 
901 LO: No matter how much we train together as a group there're still quite dramatic 
902 differences between the actors. The Japanese commented after watching our show 
903 about how different each of our performances is onstage. Even though we do all train 
904 the same way, rehearse in the same way. Whereas in the Suzuki company, on the 
905 whole they are all 'sitting there on the same line'. They're all kind of tuned in. 
906 
907 JL: Why do you think that the Suzuki training is an integral part of Frank? 
908 
909 
910 LO: To tune everyone in together. So everyone is 'going down the same track'. 
911 Because- I know it sounds quite simple- but in most projects everyone's walking 
912 down their own paths, and is trying to come to one place and deliver to an audience 
913 and they just can't. You've got to be all working together with a similar goal in 
914 mind, a similar aim. So there's nothing like a training system to put you all in the 
915 same headspace. 
916 
917 JL: How would you describe Jacqui's directing style? 
918 
919 LO: Well, you are not really let in on her process. She kind of comes into the studio 
920 and starts to choreograph and create the work and workshops her ideas .... So you 
921 don't really know what's going on in that little head of hers! But I find her directing 
922 really articulate. 
923 
924 JL: So she knows what she wants? 
925 
926 LO: Yeah, she knows what she wants but she gives you a hell of a lot of room to 
927 play with it yourself- you know, characterisation, and especially nowadays there's a 
928 lot more room for vocalisation in the rehearsal process, and in the performance as 
929 well. 
930 
931 
932 JL: What do you think are Jacqui's aims as a director? 
933 
934 LO: I think she's very big on creating a mood, a specific mood. I'm not sure why 
935 she chooses the particular pieces she does .. I think they all lend something to her own 
936 psyche. I think there's part of her own self in everything. I look at the things she 
937 creates and I see her personally. 
938 
939 
940 
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941 KATHLEENDOYLE 
942 Age: 25 
943 In company: 1 year 
944 Performed in: will be performing in Rashomon 
945 Travelled to Japan: Kathleen lived in Japan 1998-1999. She attended the Toga 
946 Festival in 1998 and 1999, and returned to the Shizuoka Festival in 2000 as a 
94 7 member of Frank:AAPE. 
948 
949 
950 JL: What do you think are the purposes of the exercises of the Suzuki Method? 
951 
952 KD: The exercises work on concentration, on centring, on breath control and its 
953 relationship to the centre. It gets the body working at the same time which frees 
954 up the mind and allows something more true to happen. 
955 
956 JL: How do you think it does that? 
957 
958 KD: I think because you have to take your focus somewhere else, other than. My 
959 focus is always up here in the mind and immediately takes the focus away from your 
960 head, and when you are thinking about centring. Initially it went the other way 
961 around, thinking with my head. But these exercises have helped change that order 
962 around. 
963 
964 JL: What aspects of performance/acting do you think the training does address? 
965 
966 KD: It frees the mind up for bigger things, and reveals some things that I feel are 
967 true. So if your character has a speech to do, if you were just to come at it through 
968 your mind you'd give a very psychological kind of performance, whereas this 
969 training brings it back to something more real, I think. So it's not something created, 
970 it's not some illusion you've made It's more a reality. 
971 And other things, and skills, you know breath control, and just a body onstage, you 
972 know, rather than a head. 
973 
974 JL: So what do you mean when you say 'a body onstage'? 
975 
976 KD: Something that you've got control over, rather than you are standing onstage 
977 and you don't really know what you're doing but you've got this head. It's more an 
978 embodied body. 
979 
980 JL: What aspects of acting/ performing do you think the training doesn't address .... ? 
981 
982 KD: There are things that the actor themselfhas to provide. The exercises assist but 
983 only if you provide the rest. 
984 
985 JL: What kind of other stuff does the actor have to provide? 
986 
987 KD: A willingness to attain truth- I think that's the biggest thing. I think the 
988 training can provide the skill which gets you half-way .. yeah, it provides the 
989 structure, the framework for creating a new self, but you have to be willing to do 
990 that. And that's pretty painful and not everyone is willing to do that. 
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991 
992 JL: What do you think it is about the training method that provides a structure to 
993 rediscover yourself and to develop yourself? 
994 
995 KD: I think there's something in the repetition of something ... you're always 
996 coming back to the same thing but from a different angle. You're from a different 
997 time, and you've got a different experience behind you or whatever. There's 
998 something in the repetition ... something like ceremony. 
999 
1000 
1001 
1002 JL: What is it that you gain from this repetition and this ceremony .... ? 
1003 
1004 KD: I think truth is not something that you can get and that you keep. It's something 
1005 that you have to keep rediscovering. Once you've got it then you have to be able to 
1006 let go of it because when you think you know it, then you've got this illusion up 
1007 again that you have to explode. 
1008 You've got to allow for time and time is constantly moving. 
1009 
1 010 JL : Why do you think there is so much emphasis on the body in the Suzuki method? 
1011 
1012 KD: I think because Suzuki comes from Japan with a strong physical theatre 
1013 background, you realize just how important it is for a performer to have that 
1014 'embodied body'. And I talked about the fact that it frees up the mind. I think that 
1015 maybe these days we've come to a bit of a standstill you've got so much 
1016 information - you can get information on so many things - you just come to a 
1017 standstill. So it's about that idea of just doing something, and searching for 
1018 information within the method. 
1019 
1020 JL: What do you gain from travelling to Japan to observe and train with the Suzuki 
1021 company? 
1022 
1023 KD: Observing the performance was very interesting in just being able to see what it 
1024 is Suzuki's wanting and being able to identify with that. And he's wanting truth. 
1025 And when I saw it - that was pretty amazing. And seeing how the actors went about 
1026 attaining that truth. And seeing what held them back from attaining that truth was 
1027 pretty interesting. 
1028 
1029 JL: Could you give me an example of that? 
1030 
1031 KD: Urn, things like rhythms- it's almost like the speaking rhythm would go along 
1032 with their fiction of what the character was, then have to kind of explode in order to 
1033 find the real character. For example, when I saw Nihori playing Oedipus It was 
1034 almost like he had this image of what Oedipus was but it was a very one 
1035 dimensional image .. and he was acting towards that illusion. It's almost like you 
1036 have to be prepared for, you've got this task of showing the character ... you have to 
1037 prepared to show it without any definition at all. 
1038 
1039 JL: Were there any moments when you have seen an actor achieve that level of 
1040 truth? 
153 
1041 KD: I think Kuboniwa when we saw Clytemnestra there were moments in that ... 
1042 it was a moment of discovering that point in time, and that is why I say you have to 
1043 face that fear of not having any definition at all. Then - it's something that you 
1044 prepared before - it's not really a discovery in that moment. 
1045 
1046 JL: So this idea of truth is about discovery in that moment? 
1047 
1048 KD: I don't really know. 
1049 
1050 JL: How do you feel when you see a 'truthful' performance? 
1051 
1052 KD: Yeah, it hits you on an emotional level ... it hits you in the gut. And, it's funny, 
1053 it frees your own emotions up. At that moment I had tears coming down my face, 
1054 but I didn't feel that kind of thing- you know when you talk yourself into feeling 
1055 something - it was just kind of instantaneous. And I remember seeing the same sort of 
1056 thing in training - Kuboniwa once again in the Shakuhachi walk forward after to the 
1057 stomp - she just looked as if she was gettting bigger and bigger. Her body just 
1058 looked like it was expanding ... I just felt she had something in that moment. And in 
1059 that sense, when you're training it doesn't give you any character to work towards. 
1060 It does leave you free to those kind of moments. 
1061 
1062 JL: What do you learn from observing the Suzuki company in training? 
1063 
1064 KD: One thing I learnt was that having your body on the edge so that at any moment 
1065 you can move at anytime throughout the performance. This is what I thought Suzuki 
1066 was after. At any moment the enemy can come to attack - and so that idea of the 
1067 body being in that [alert] state. Just alert- the body is so alert and ready to respond to 
1068 anything. 
1069 
1070 JL: What do you see as the differences between Frank training and the Suzuki 
1071 company's training? 
1072 
1073 KD: I think the Suzuki method is useful in that it provides something common for 
1074 the group. People talk about it being a common language, and I guess that's a good 
1075 way to describe it. It means that you can delve deeper into things in a communal way, 
1076 and be able to have a dialogue about it. I guess the movements for us mean 
1077 completely different things to the movements to them- for them it's got that kind of 
1078 Kabuki quality to it.. and we don't really have those associations. I don't really 
1079 know what that means. I guess we try to focus on things that will bring us onto a 
1080 common ground because within our society we've got that pressure to be 
1081 individuals, and that's something kind of ... comforting maybe .. to know that we're 
1082 not going to worry about that. We seemed to be trapped in that idea of having to be 
1083 an individual, and like I said before, the training and how it can be used into 
1084 performance is about trying to face that fear of being without any definition. 
1085 
1086 JL: So what differences do you see between the companies? 
1087 
1088 KD: I think they're a lot freer maybe because Suzuki created the method. But 
1089 we're got this pressure "Oh- how does the method go?". So there's a lot more 
1090 emphasis and I think with John and Jacqui's dance background there's even more 
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1091 emphasis on where you put your legs, and how far you more across and all those 
1092 things. And I think I like that, because we don't have a keen eye for detail like 
1093 Japanese people do. 
1094 
1095 JL: What aspects of Frank do you think are distinctively Australian? 
1096 
1097 KD: I'm not really very sure, except that I know that Frank is definitely trying to find 
1098 that thing that is Australian. I would think that there ought to be something in the 
1099 fact that Australia is an island, and is isolated - and we really feel that isolation - and 
1100 at the same time we're made up of so many people, so we haven't really got a clear 
1101 idea of what's foreign. The whole enemy versus self kind of thing is very 
1102 blurred. And I think that's a useful position to be in these days, because that's 
1103 generally how the world's going. And Japan has a very old style, it's still so much 
1104 emphasis in Japan that 'this is the outside', that you are a "gaijin", an alien. And 
1105 it's interesting because it's a glimpse into the past for us. But I think if you would 
1106 address the world as it is today we're in a very interesting position- those borders 
1107 that have been blurred. I find it also very interesting that, that truth, the fact that we 
1108 don't have this strong idea of something being 'ours' it's probably very helpful for 
1109 finding out about truth 
1110 
1111 
1112 JL: Why do you think the Suzuki method is an integral part of Frank? 
1113 
1114 KD: Once again it's useful for its common language. It allows us to get to the heart, 
1115 maybe it allows us to focus on the heart. Now, whether it happens or not I'm not 
1116 sure. 
1117 
1118 JL: How would you describe Jacqui's directing style, and her aims as a director? 
1119 
1120 KD: First of all I think it's very open. She comes in with an idea of the atmosphere 
1121 she wants to create, and a few images, but still keeps it very open for a very long 
1122 time, and is willing to change. She has a lot of emphasis on colour and texture and 
1123 thinking about the piece as a whole, and light and contrast. 
1124 She's pretty open, and she allows the actor a lot of time to work before she really 
1125 hones in on them. 
1126 
1127 JL: Why do you think she does that? 
1128 
1129 KD: I think it's just allowing the actor to eventually come to terms with something. 
1130 But then again I haven't really gone through the process myself, and that's all I can 
1131 really gather. 
1132 
1133 JL: What have you learnt from being involved in Rashomon rehearsals thus far? 
1134 
1135 KD: She's playing with mood- you know we've got the story there, and the Ionesco 
1136 dialogue, and there's an obvious attempt to bring a contrast, to break up the mood, 
113 7 add colour and texture. 
1138 
1139 JL: How have you seen her working with actors? 
1140 
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1141 KD: I don't really know. For me, I feel like she's giving me time. Other people she 
1142 gives them an idea and lets them experiment- it's almost like it's at a workshop kind 
1143 of stage. Because all of us don't feel like it will remain like this. For example she 
1144 tells you cleaning ladies how to work on, gives an idea and gives it a go. 
1145 
1146 
1147 
1148 
1149 LUC MOLLINGER 
1150 Age: 20 
1151 In company: 1.5 years 
1152 Performed in: will be performing in Rashomon 
1153 Travelled to Japan: 2000 
1154 
1155 
1156 
1157 JL: What do you think are the purposes of the exercises of the Suzuki method? 
1158 
1159 LM: I think they make the actor and the performer, a dynamic vehicle, a dynamic 
1160 body. They're completely about extreme presence. 
1161 
1162 JL: What are the characteristics of this presence? 
1163 
1164 LM: I think the Suzuki method is a complete method for training actors: giving them 
1165 a craft, an energy field around them. You are working off the energy of other 
1166 people, you're working offthe energy of your own personal spirit. And it's 
1167 something that doesn't really come out of acting very often. There are some actors 
1168 onstage who have that potential and don't know how to bring that spirit and that 
1169 energy out of themselves. The Suzuki Method is just an incredible way of doing 
1170 that - you assert your presence onstage and you become an interesting and dynamic 
1171 performer. 
1172 
1173 JL: What aspects of acting/performing do you think the training addresses? 
1174 
1175 LM: I think it starts very much with the body and how you use that in three 
1176 dimensional space, and in time as well. I think it addresses your voice work and how 
11 77 to make your voice come alive onstage. How to have a dramatic presence -
1178 physically and vocally. Because, really, when it comes down to it a performer is a 
1179 human body. I think that's where the Suzuki method is useful because you have this 
1180 instrument to bring it out of you. It's all very well to have this emotional journey 
1181 but if you don't have the instrument to influence you, it won't be profound, it 
1182 won't be inspirational. 
1183 It will be inspirational ifyou have the instrument and you can articulate and inspire 
1184 someone else. 
1185 
1186 JL: What aspects of acting /performing do you think the training doesn't address? 
1187 
1188 LM: I don't think that it directly addresses the emotional aspects . I think that's 
1189 something a performer has to bring to it themselves. There are other methods that 
1190 deal solely with emotions, and, to me, that doesn't bring it out like I say without the 
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body. I think the performer needs to bring their own emotional life to the work, in 
that situation where they are performing. You really can't have one without the other 
but the method is more about the instrument as an instrument. And you've got to rely 
on your own creative and emotional responses to bring life to it. 
JL: How has this training developed you as an actor? 
LM: It has given me a lot more confidence in the space. It has given me a 
knowledge, an understanding of the basic principles behind it to take care of the 
instrument, to be aware of the instrument, to be aware of your body dealing with a 
space and to be responsive to it. To assert your presence. Practically, it has given me 
a craft, and that is something which is just invaluable. 
JL: Why do you think that there is such a strong emphasis on the body in the Suzuki 
method? 
LM: I really like the title of one of Suzuki's essays which is "Culture is the body" I 
think that really sums it up. Like I say, you really don't have anything else when you 
are onstage. When it comes down to making live theatre, you really only have your 
body as the most powerful instrument. And that's something that everyone can relate 
to. 
JL: What do you gain from travelling to Japan to observe and train with the Suzuki 
company? 
LM: Actually Jacqui asked me this question, "Now that you've seen the company-
what are your thoughts on what they're all about?" And my answer was very simple 
-I thought maybe too simple- but looking back it's not ... The thing I gain from 
watching the Suzuki Company is that they're there, they are there. In the moment. 
And they are fascinating to watch because they just have this presence, and they're 
completely engaged with the moment. And if you're engaged with the moment, at 
the moment of creating and everything converges into one point - your body, your 
mind, your soul- if you're putting everything into that moment then it's something 
really special, and it's something transcendent. 
JL: What do you think are the differences between Frank's training and the Suzuki 
company's training? 
LM: There's a different culture. We are here in Australia, we have a relatively young 
history, and a relatively young history of theatre as well. I feel that we're are not as 
aware, as instinctive with our bodies as the Japanese. They're also much more aware 
of the origins of the theatre- the traditional Japanese theatre. You know, the martials 
arts. They've always been very focused on the body in Japan, and very precise about 
what they do. So they have a lot of different experiences which we don't have. We 
have to keep on searching for that, and in that way in our style of our training, 
Jacqui and John take a lot more time to explain things or give examples from 
different areas. You know, Jacqui is always asking us to hunt up the animal- stuff 
like that which is a way of relating it to us. The Japanese take that for granted, 
whereas we have to keep on searching it out, and making new discoveries. Whereas 
they are immersed in it all the time. This is something that has to be acquired by us. 
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1241 When I came to the company I had very little physical training ... I had no dance 
1242 experience, I had very little knowledge of my physical presence. So you really have 
1243 to start from a completely different point on the journey. 
1244 
1245 JL: How do you think Frank is distinctively Australian? 
1246 
1247 LM: That's a really hard question to answer, because I really do feel that the Suzuki 
1248 Method is universal, and really relies on the body, and bodies don't change from race 
1249 to race. 
1250 Our style of training is quite cheeky- it can be . It's able to be laugh at itself. I think 
1251 the Japanese don't question they just do it, whereas we're also about looking out, 
1252 and looking around, I think we have a broader perspective on things because we're 
1253 from a different cultural frame- so we're working against the perceived cultural 
1254 norm. That makes us frontiers in a way, and that makes us distinctly Australian. 
1255 
1256 JL: Why do you think that the Suzuki method is an integral part of Frank? 
1257 
1258 LM: Because it works. 
1259 
1260 JL: Why and how do you think it works? What does it give Frank? 
1261 
1262 LM: It gives us something distinct. It gives us something unique. It gives us an 
1263 energy which is very unusual and very powerful, especially for a theatre company in 
1264 today's diluted post-modem age. It's just very straightforward. I don't think it's 
1265 necessarily complicated to understand. It's all down here [in the gut]. It's all about 
1266 establishing a presence and being there, and being in the moment 
1267 
1268 JL: How would you describe Jacqui's directing style? 
1269 
1270 LM: Eclectic. Experimental and explorative. She'll never just leave it set as it is, 
1271 she'll explore with different possibilities. So in that way it's always progressive, and 
1272 it's always new and different. It's not closed in that way. Another thing I think that 
1273 is interesting is that she'll often make statements- which I think makes Frank unique 
1274 in terms of its theatre style. In Jacqui's theatre she'll often make a statement. 
1275 There's a lot of theatre which constantly asks questions, always posing questions to 
1276 the audience. Whereas Jacqui will make a statement to the audience- and it's always 
1277 done with confidence ... "This is a statement about this" ... and it might change. But 
1278 it's not this perpetual question which is hanging in the air. I think it's so much more 
1279 refreshing to have a statement that's done with confidence. 
1280 
1281 
1282 
1283 CONAN DUNNING 
1284 Age: 22 
1285 In Company: 3 years 
1286 Performed in: Salome and Heavy Metal Hamlet 
1287 Travelled to Japan: 1999 and 2000 
1288 
1289 
1290 JL: What do you think are the purposes of the exercises of the Suzuki Method? 
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CD: The purposes of the exercises, speaking as a whole, are to prepare you for the 
stage. To prepare you in terms of voice, body, being able to work freely and skilfully, 
and through that with imagination. So that when you get onstage - the training 
should speak to the performance .... so it's almost like a dialogue between 
performance and craft. I think that became evident when we were performing in 
Japan and we had a struggle with that space- I think it took me about three days to 
work out what the space was. 
The exercises informed my knowledge that I was struggling with the space - before I 
started training I don't think I would have been aware that I was struggling with the 
space. The training also gave me a means to overcome the problem I had in 
performance. 
JL: How did the exercises inform about that space, and how did they help you? 
CD: When I first rehearsed in the space I tried to do it the way I had in Brisbane but 
found I had a problem. So the next time I rehearsed I went to 'full voice' which 
helped me to really 'blast' the space, blow the space away - so I really grabbed it by 
the balls really. And so from there- because we work with quiet voices and 
variations of voice, then I could find the subtlety in performance. So the emphasis is 
on full-voice, the emphasis on controlling the voice. When Jacqui and John demand 
that we go from full voice to quiet voice to whisper... When you are doing the 
exercises you are trying to control the voice. 
I think it's almost like a game really. You are more trying to dominate the space- so 
you're in a dialectic between them because what you're saying is ... you can feel what 
you are saying. I think it's a different mind set to voice work. With Linklater stuff I 
think it's just trying to get down, whereas the Suzuki exercises are more about 
intention. You're trying to dominate things and from there you can get subtlety. 
It's more about the intention in the voice work than the voicework. In Linklater you 
are saying the words but you are not necessarily saying the words for a purpose -
whereas in Suzuki you're always saying them for a purpose. 
JL: What aspects of acting I performing do you think the training does address? 
CD: I think because you are dealing with voice and body and imagination, you are 
dealing with the whole perspective. 
JL: How has the training developed you as an actor? 
CD: It has developed me because I am more physically aware, I am more vocally 
aware. I'm freer to improvise, but it's also given me a direction in all of those things. 
I think you can say that some people are very good at improvisation, but I think a lot 
of the time it's just all over the place, whereas I think a lot of the stuff we do because 
you've been put into a framework that the Suzuki method provides that in effect you 
are training your improvisation ... you can be very creative and you can be very 
smart, but in order to challenge your creativity, and to challenge your improvisation 
I think with the voice it's come quicker for me, the body has come quicker for me 
than it would by any other means. The reason I keep coming back is because it 
keeps developing me creatively in that sense that by putting bounds on it, and having 
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1341 to work within those bounds and as much as that can be frustrating- it's also when 
1342 you've given free range, the possibilities are endless. 
1343 
1344 
1345 JL: What aspects of acting/ performance do you think the training doesn't address? 
1346 
1347 CD: I guess for me I think it's a very holistic approach, but I guess you could argue 
1348 the same for a lot of traditional types of theatre. 
1349 I guess the way I see it is that you are left with the actor onstage. For example, I 
1350 look at Hamlet and it's very frenetic and it's all very clever, and it [the training] 
1351 prepares the actor for that, and then I look at Rashomon, and in my speech I don't 
1352 even move, and it prepares me for those kind of still performances. 
1353 In the kind of theatre we are doing I can be doing nothing onstage and still be pushing 
13 54 and working hard, and I can do a lot of extreme movement or dancing. With the 
1355 Suzuki Method there's a versatility of application. 
1356 There is one area that there may be a problem with the Suzuki method. The main 
1357 benefit of the Suzuki method, that it strengthens the voice and body, can sometimes 
1358 mean you can "fall back on" these skills. 
1359 Also, when Kathleen and I were having dinner with Kobayashi (the sound guy for 
1360 Heavy Metal Hamlet at Shizuoka), he said "Suzuki's reality ... his voice reality ... is 
1361 very deep and guttural- and that's not reality- it's Suzuki's reality" Which is very 
1362 interesting. 
1363 What I want to point out is that you can just sort of fall back on the fact that you 
1364 have a very interesting body, you have a very strong voice- and I guess that can 
1365 be a detriment to you in that sense. And so there's a need for the director to keep 
1366 pushing you so you don't do that. 
1367 
1368 
1369 JL: Why do you think there is such a strong emphasis on the body in the Suzuki 
1370 Method? 
1371 
1372 CD: I can answer that from two points of view. I guess you can say that the 
1373 Japanese acting tradition is based in the body. But that's not really relevant to why 
1374 we use it. It's useful for us, because that's all you're left with onstage. And in a 
1375 world dominated by technology- I would say that is why he emphasises the body so 
1376 much. Because I don't think you can tell your stories any other way except through 
1377 people (in the theatre). And you have to say' How can I get the most out of 
1378 people?' So you have to train from the body if you want the best actor. Because that 
1379 is theatre- as much as you can get clouded by fancy steps and technology and all 
1380 kinds of gimmickry... it all comes down to the actor onstage. 
1381 
1382 JL: What do you gain from travelling to Japan to observe and train with the Suzuki 
1383 company? 
1384 
1385 CD: I think what it is, is a new perspective. It gives perspective in terms of - you 
1386 know you have one Linklater teaching to another Linklater teacher. And in a sense 
1387 you are going back to Linklater herself. So you have our version of it- because 
1388 obviously it's different because we are a million miles away. We're sort of doing 
1389 the same thing, but we're not because we're very different culturally. So we are 
1390 coming back to base to say "What is it that they're doing?" "What is it that we're 
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1391 doing?" and why are they doing what's different? Also to see the different 
1392 applications in performance. I think that a Frank production is nothing like a Suzuki 
1393 production, and that's not a detriment to us ... it's just different. 
1394 
1395 JL: What are some of the differences between their training and our training? 
1396 
1397 CD: I perceived that they're more concerned with speed, they're more concerned 
1398 with focus and direction. I also think that there's less said, there's more a system of 
1399 mimicry and learning through mimicry- whereas we learn more through 
1400 understanding, through explanation. 
1401 
1402 JL: What do you think is the purpose behind that? 
1403 
1404 CD: I think the purpose behind that is ... Well you can say- whenever Jacqui directs 
1405 a lot of times she'll give you a line reading, or a movement, and it's up to you to fill 
1406 that. And I've never seen Suzuki really create anything, so I can't really speak for 
1407 him ... but I think that would be the purpose. It's sort of the opposite of the 
1408 opposite idea to general theatre where your intentions and everything fill out the 
1409 movement in the speech. Well, I think Jacqui gives you a movement and a line 
1410 reading, and it's up to you to fill it out a lot of the time. So I think the mimicry in 
1411 that sense .. I'm just speculating .. but I think that probably benefits them, so that 
1412 they can fill it. 
1413 A lot of times we're very technically orientated. We talk very technically about how 
1414 we should be standing. And I don't think you see that quite as much [in the Suzuki 
1415 company]. I mean there is an emphasis , I have seen Suzuki give corrections, and 
1416 when we trained [with Takemori] we were given corrections, but I don't think there 
1417 is as much emphasis placed upon it. 
1418 
1419 JL: What do you think are the effects of Frank's different style of training in the 
1420 method? 
1421 
1422 CD: It's hard to really know because Suzuki is working with a company that's so big, 
1423 and we're in a company that's so small. I would argue that in our performances 
1424 everything is very considered .. every word is very considered. And then in other 
1425 things I've seen there's this kind of 'rapid fire'. I think they can do that better than 
1426 we can because .. when we were in Toga I got the feeling that they were 'shooting' at 
1427 us. And I think that also they are a little more primed, but then again, it comes down 
1428 to individual performers. I don't think there's a lot of difference, it just comes 
1429 down to individual people. 
1430 
1431 JL: How do you think our training is distinctive? 
1432 
1433 CD: I think it's distinctive in the fact that there's quite a bit of freedom which we 
1434 have. Especially in a lot of the improvisation- as we've developed in the past two 
1435 years. There's really a lot of freedom there to really just I don't get the sense that 
1436 they do that. In the Suzuki company I think they just explore a single thing. When 
1437 we were last there they were falling to the ground, and they just did it over and over 
1438 again, and I think, in Frank there's more freedom cause we sort of move and dance .. 
1439 So I guess there's more freedom in what we do because we're Western. I don't 
1440 know if that's a good thing or not- I can argue that within that exploration of the 
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1441 one thing, they actually find more in that one thing. But I actually think the opposite 
1442 of that, because when we do all this other stuff it actually feeds the one thing. 
1443 
1444 JL: How do you think Frank is distinctively Australian? 
1445 
1446 CD: I would answer that by saying there's nothing that isn't Australian ... I don't 
1447 really know how to answer that ... 
1448 I think that there's a kind of Australian pride in doing what we do. Because there is 
1449 always a sense that we are Australian and this is what we do .... I don't know 
1450 whether that is distinctly Australian. 
1451 
1452 JL: Why do you think the Suzuki method is an integral part of Frank as a company? 
1453 
1454 CD: I think because- as I said before- Jacqui directs in a kind of mimicry kind of 
1455 way, not all the time. She let Ophelia (Caroline Dunphy) do whatever she wanted 
1456 for .. years [laughs]. This allows her to work as a choreographer and a director at the 
1457 same time. I don't think you can give a lot of'normal' actors line readings 
1458 because they don't know how to deal with it, and they just feel dejected by it. 
1459 Jacqui tells the story that she wanted to be a director but she could never fmd the 
1460 actors to work with. And [the Suzuki training] is an integral part because it's 
1461 intention based. This allows Jacqui to direct the way she wants to direct. 
1462 
1463 JL: So what is it about the Suzuki training that creates the kind of actor Jacqui 
1464 wants to work with? 
1465 
1466 CD: For example if Jacqui says 'on this line move your hand out there like that' ... 
1467 Now a normal actors needs to have .. you can't move anything without an intention. 
1468 But Jacqui's just saying move your hand. But she'll get rid ofthat movement if 
1469 you don't fill that movement out- if it looks fake and there's no intention behind it 
1470 she'll get rid of it. And it just reverses the process. 
1471 And the directors I've worked with before they wouldn't let you go on until the line 
1472 had an action which what you are trying to do with that line- which is an intention, 
1473 it's a display of intention. So you couldn't move your hand unless you had an 
1474 intention. In Jacqui's style you move your hand and fill it with intention. And in 
1475 essence Jacqui works both ways because she'll also say 'Just do something, just 
1476 improvise'. 
1477 
1478 JL: How would you describe Jacqui's directing style? 
1479 
1480 CD: Just because she's a control freak [laughs] she wants everything to be 
1481 considered and I think it's more easy to make sure everything's considered by being 
1482 able to explain at this point how these things happen. 
1483 
1484 Because she wants everything to be considered - everything happens for a purpose, 
1485 everything happens for a reason- and you see that in the way Jacqui uses texts, and 
1486 that our performances are very short, very distilled. Everything that isn't vital to 
1487 what she wants to say- she just gets rid of it. She doesn't want any movement not to 
1488 mean something. Jacqui would say that every moment is building to a crescendo at 
1489 the end of the performance. 
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1490 And she can make sure that everything is considered more if she can control it. If she 
1491 knows exactly what's happening. So Jacqui really 'maps out' a production. 
1492 
1493 JL: Has there been anytime when you took your part in a direction where Jacqui 
1494 really didn't know in which direction she wanted something to go, and what happened 
1495 then? 
1496 
1497 CD: Yeah- when we were remounting Hamlet this year- when it was re-fashioned 
1498 for Shizuoka and Merivale Street and up here in Karnak: I'd only performed in 
1499 Salome up till then, and Salome wasn't me up on stage by myself. In Hamlet I 
1500 couldn't be supported by any other people onstage. So she was recreating it for me, 
1501 and I went to her every week for about eight weeks for an hour, and basically just 
1502 played. And would take it wherever I wanted .... But within taking it whereever I 
1503 wanted she still demanded stuff of me. 
1504 
1505 JL: Were there times when you took it in a direction she didn't want it to go? 
1506 
1507 CD: I think so, I think that happens a lot too - if you look at Ophelia. Well 
1508 Caroline relates the story that Jacqui said 'Just cry' and Caroline thought 'I could 
1509 just go hell for leather'. And Jacqui had no idea of where it was going, and it wasn't 
1510 until the first performance in Sydney that she said 'Oh- I've got to peg Ophelia back 
1511 a bit'. 
1512 
1513 But I think- and this is something I've been experiencing in Rashomon rehearsals-
1514 when I've been pretty committed and she hasn't really said much to me. And I think 
1515 as long as you're committed to what you're doing, then she'll trust you to go in 
1516 whichever direction you want, until a point comes where she thinks you've gone over 
1517 the edge. I think that's much more the case now than ever before- I think that's a 
1518 progression for her as a director. 
1519 I think that as long as you are committed to what you do - she'll let you go where you 
1520 want with it. As long as you are still engaging with her, still engaging with something. 
1521 
1522 JL: What about times when you've gone in a direction yourself, and it didn't really fit 
1523 Jacqui's vision? 
1524 
1525 CD: Yeah, and at times that can be very frustrating, but then you just look back on it 
1526 and think ' Oh no that didn't fit into the play'. I think a play that is still something 
1527 that's controlled by the director. Oftentimes an actor will say 'I've given you this', 
1528 and she'll only want 'that' and that's fine. And there's other times when you look 
1529 back and think 'Oh yeah she's right, I was too caught up in my own ego'. And what 
1530 she's doing is saying you're not on the process, and usually she's right. 
1531 
1532 
1533 
1534 
1535 
1536 
1537 
1538 
1539 
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1547 
1548 JL: What do you think are the purposes ofthe exercises of the Suzuki method? 
1549 
1550 CD: I suppose the main purposes of the Suzuki method is to really get the human 
1551 body to speak, and to feel from its true centre, with an aim to communicate the play's 
1552 message and directing it to an audience. So that would be the main purpose- both to 
1553 find and accentuate that depth within the actual human body and to speak not just 
1554 vocally but also physically. 
1555 
1556 JL: How do you think the method does that? 
1557 
1558 CD: First and foremost, the exercises are designed to lower your centre of gravity as 
1559 a person. By physically finding ways to do that with your body, then eventually your 
1560 thinking goes with it. It's not so much focused in your mind but on a feeling within 
1561 your body because it's there in your body. So the exercises are ways to 'drop' down 
1562 into your body. 
1563 
1564 JL: What's the purpose of that? 
1565 
1566 CD: Well, I think, that makes the body speak more truthfully. 
1567 
1568 JL: How has the training developed you as an actor I performer? 
1569 
1570 CD: Firstly, over time, through perseverance, it has given me a skill. So it has 
1571 extended my range as an actor - so it almost feels as if any role now is a possibility. 
1572 Whereas [previously] I would have probably tried to - you know like the industry 
1573 does- typecast myself into a certain role because purely I would look at what my 
1574 strengths were and how I came across as a person. Now that's all extended- so I feel 
1575 now the possibilities are broader. So as a performer I feel as if I can take on anything. 
1576 And you can go about it [creating a role] in a less external way, and go 'through the 
1577 mountain' more - you know in terms of finding the essence of a role. Because I feel 
1578 that, maybe it's also a part of getting older, I feel I've got more depth and that makes 
1579 it more fulfilling too. 
1580 
1581 JL: How does the training do this? 
1582 
1583 CD: Essentially in terms of you finding out more about yourself. 
1584 
1585 JL: Some people may ask: How do you find out about yourselfby taking on these 
1586 repetitive exercises? How does that work? 
1587 
1588 CD: I think because you are doing these basic exercises- it's not just about physical 
1589 fitness - the exercises actually inform you in many ways. You are actually constantly 
164 
1590 finding out about things about your body (in many different areas and many different 
1591 ways). And I think that through repetition it actually makes you find out about 
1592 different things because if you keep just repeating yourself over and over again you 
1593 are going to get bored with that. So you know you can't only look through one 
1594 dimension - so you discover a lot of other dimensions to yourself.. and you have to 
1595 keep on keeping that going, and stimulating yourself, and finding new things within 
1596 yourself. 
1597 
1598 JL: What aspects of acting or performing do you think the training doesn't address? 
1599 
1600 CD: Ahh, that's difficult. I keep thinking about bringing that back to myself. If I 
1601 was to use myself as an example. I would think about the things L wasn't addressing. 
1602 If I was to think of things the Suzuki method doesn't address, I can only think of 
1603 peripheral things which I think aren't really, that know training could address. 
1604 
1605 
1606 JL: OK, In the development of a role, what do you add to the Suzuki Method? 
1607 
1608 CD: Oh, okay. I think that the method can provide everything, I think it could. I 
1609 feel that, for me, the method takes the most direct route. So that if I want to find 
161 0 other things that the director and I aren't directly addressing, or that I feel is missing, 
1611 then, I will look for those nuances myself. So I suppose it's the nuance of things. 
1612 So I'm now criticizing the method in terms of that. 
1613 
1614 JL: I'm interested in how do people complement the method with other approaches? 
1615 
1616 CD: Okay, well I would look at things I've learnt previously, either from particular 
1617 directors -like little objective exercises to give myself or just bits of character 
1618 information. And that's almost adding like spices- so the Suzuki method is the 
1619 basis. 
1620 
1621 JL: So does the training method address character? ' 
1622 
1623 CD: No, I don't think so, I think it addresses you, which is essentially the character. 
1624 But then I would maybe observe people in the street and go 'Oh that's interesting' -
1625 that might be an interesting thing to add to the character. So I think I just use life - do 
1626 you know what I mean? But with my previous experience, I take bits and pieces that 
1627 might help me, in terms of acting techniques. Just little bits of more psychological 
1628 stuff. So in that way I feel that the Suzuki method addresses you as the primary 
1629 basis. 
1630 
1631 JL: Why do you think the Suzuki method perform places such a strong emphasis on 
1632 the body? 
1633 
1634 CD: Because the body is you - and you are the communicator. 
1635 
1636 JL: What do you gain from travelling to Japan to observe and train with the Suzuki 
1637 company? 
1638 
165 
1639 CD: 'A', It's a great role -model. Specific actors are role models for me. The 
1640 system I find is interesting. Because we tend to think that a tight ensemble is a little 
1641 bit limiting for the actor, but I am trying to study ways in which it is not limiting ... 
1642 
1643 And the greatest thing is seeing how far you can go with this, and how this method. I 
1644 don't think I could have realized the extent of what I can do as a performer without 
1645 having seen the actors 
1646 
1647 
1648 JL: What have they got that you learn from? 
1649 
1650 CD: Usually specific techniques, specific skills -like the vocal range, the vocal 
1651 power, the contained quality that doesn't 'spew out' a lot to the audience, so you're 
1652 leaving a lot. And I think that's one of the great mysteries which is a very intriguing 
1653 thing for a performer to have, rather than just kind of talking about everything, and 
1654 letting everything out at one level. I think that's really important, and not 
1655 generalizing characterizations -because therefore you are generalizing human beings. 
1656 That it appears quite stylized but somehow it's more truthful suppose then it comes 
1657 down to the performer. You know I will look at one specific performer that I really 
1658 admire, and I think somehow that is very minimal, but it seems so truthful- it seems 
1659 so much more truthful than any other thing I've seen. 
1660 
1661 JL: Do you think you could describe that 'truthful' quality? 
1662 
1663 CD: It's just a feeling of openness, yet it's not overtly open with the body gestures. 
1664 But there is a feeling of ... that you are drawn into their world and if I could 
1665 achieve that as a performer rather than going out to the audience. So what you want 
1666 to try to do is to draw them in. And I think that's one of the greatest things- aside 
1667 from their physical and vocal capabilities which I would say were great. But in 
1668 essence, the greatest thing it's given me, is that sense that if I really believe in the 
1669 performer, then it's that internal world that is open, that seems very free .. and how 
1670 do they get that when that is so controlled. I know that's possible, but I think that's 
1671 the greatest thing I gain. 
1672 
1673 JL: What about training with company, and observing training? 
1674 
1675 CD: I suppose the training is stimulating that thing. It's working under extreme 
1676 circumstances where you are doing something that is physically quite controlled .. so 
1677 how do you find the release in that? That's what I find that the training is do good. 
1678 Also the fact of working with an ensemble, and that you are prepared tone yourself 
1679 down a bit to work with a group. I like that too, I like observing that in training. The 
1680 energy that comes from training- I think that's the big thing. 
1681 
1682 JL: What do you think is distinctive about our style of training? 
1683 
1684 CD: I'm not sure it's because of the conditions in each company. But I would say, in 
1685 general, there's more of a feeling of -it's a cultural thing- it feels like there's more 
1686 space in the training, more ease of time, it does work under more casual constraints in 
1687 a way, but I think that's part of Frank's model which is that there are more individual 
1688 styles, as well as a group thing. I think this is because we have more individual 
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1689 attention. I would say that we work through things, there's more time and space. 
1690 There's more freedom for us in training to, not only talk with, but work with directors 
1691 more. And I think that the company's young too, so therefore, our training is not 
1692 as set in stone in a way. I think Suzuki's quite open too with his, but there's more of a 
1693 solid grounding. And I see that as being more of a cultural thing too. It's almost like 
1694 Frank is the Australian version of it. You know when I look at a karate team, and 
1695 I've seen a Karate team work in Japan and I've seen them work in Australia and I've 
1696 talked to different people about this. Is that they [the Japanese] feel that the 
1697 Australians are just as capable skill wise, but there's this much more open 
1698 environment. And individuals are allowed to be more open and expressive. 
1699 
1700 JL: My next question is "What aspects of Frank do you think are distinctively 
1701 Australian", and you've pretty much answered that. Is there anything else you'd like 
1702 to add? 
1703 
1704 CD: I'm not sure but I would say that that's it. And it seems to be more progressive 
1705 in terms of, I feel we're more capable of progressing quickly, and we're more 
1706 capable of taking on things, many different things. And it's that multi-cultural thing 
1707 too. 
1708 
1709 JL: You had an interesting experience last year in Shizuoka when you saw the 
1710 Japanese being trained by Ellen [Lauren, Suzuki's lead foreign-American- actress], 
1711 and she was training them [the Japanese] differently to the way they are used to. 
1712 What did you see about the way the Japanese dealt with that situation? 
1713 
1714 CD: Yeah, I'm not sure how they felt about it, but they, and I don't know whether 
1715 they would openly question it anyway so it's hard to know. But you could see there 
1716 was an unsure feeling, that they would go with it, and just do it, but you could see 
1717 that there was a lot of curiosity, and not knowing how to deal with it. Especially the 
1718 way they were being communicated to as well, you could see it was a lot different to 
1719 how Suzuki takes training. So I think that were willing to take it on, but I think that 
1720 they must have been thinking and learning an awful lot. 
1721 
1722 
1723 JL: What do you think is distinctive about Frank's use of the training? What do you 
1724 think is distinctive about Frank's approach to improvisation? And what do you think 
1725 the focus of this improvisation is? 
1726 
1727 CD: I'm not sure, I think it has a different focus each time. But particularly, to 
1728 bring out the individual. That's what I love about improvisation is that you have a 
1 729 chance to really express yourself, and you are trying to express yourself as honestly as 
1730 you can rather than to 'perform', and that's the struggle I think. But I suppose it 
1731 feeds lots of things ... The form that a particular show might take, or the shape. I 
1732 think that there's a lot more circular aspects about it. 
1733 So it starts to feed into lots of things. So definitely performance orientated. 
1734 
1735 JL: Why do you think the training is an integral part of Frank? 
1736 
1737 CD: Because it gives us a base. It's like base- camp, you know. It's like classical 
1738 training. and I think it's crucial these days that it teaches us to work harder, it gives 
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1739 us a working relationship with the company which is really important you know that 
1740 it challenges us constantly and by visiting Japan each year it just 'ups the anti' on us. 
1741 It gives us a system which I think, in a modem day world, we seem to certain 
1742 systems which are of course structures, but there is a spirituality to it, and that's 
1743 probably the most important thing, is that it can feed you in many different ways- in 
1744 art and through spirituality. So the method is a base really, so that as an actor you 
1745 don't just walk around the story of the time, a particular, so we're not just serving 
1746 the text. We're working in a whole method. I feel more like a growing plant from a 
17 4 7 seed, rather than being something that just takes on a new flavour each month. 
1748 
1749 JL: How would describe Jacqui Carroll's directing style? 
1750 
1751 CD: I think it's changed a lot. I think her directing style definitely comes from her 
1752 experience, and I like the choreographic quality it has. We're almost sometimes 
1753 starting with a moving picture, rather than just listening to the words. So that's, as an 
1754 actor, that's quite a different avenue to take. But I think she just constantly explores. 
1755 So for me, she seems to be trying many methods. So I think its quite diverse in a way. 
1756 And I don't think it's a directing method that I could really put into words. 
1757 
1758 JL: Could you give me an example from your experience? 
1759 
1760 CD: Well I think that sometimes we might start from a moving picture, or a moving 
1761 image, or sometimes we might start with a word, or sometimes we might start with 
1762 just sound. So there's not just one standard way of working. This is what I like 
1763 about working with Jacqui -I find it a purely spontaneous way of working. And it's 
1764 a very 'on the floor' approach to working. And I think that's why I choose to work 
1765 with her because any directors that have been on the floor, working with you, and 
1766 trying to stimulate you, is the best thing. And it's not just a matter of being on the 
1767 floor to demonstrate for you as an actor, But even though there are times when it 
1768 looks quite demonstrative .. she's not limiting you to take that on, she's trying to 
1769 stimulate something to make that work, and if it doesn't work in that way you 
1770 haven't found it for yourselfthen it'll be dropped. So I find it very organic, I find 
1771 it very spontaneous. I think that that freedom of her way of directing comes from 
1772 something so solid - like the Suzuki Method. So by having that thing that you know 
1773 you can return to, it actually then allows you to be quite free in your approach. 
1774 
1775 
1776 JL: What do you think it is about the Suzuki method that attracts Jacqui? 
1777 
1778 CD: I would put it down to things like it's a way of learning that's similar to the 
1779 way she's used to, so therefore it's in her blood. And I can't really speak for that, but, 
1780 aside from that I would say that you attain the greatest amount of skill as an 
1781 ensemble, working this way. So therefore it reaches heights which.. she had 
1782 incredibly high expectations, and I think that by working within this method we can 
1783 reach the extend of skill, with the same language code- and I think that's what 
1784 attracts her. Rather than different people who take on many different skills. It's a 
1785 collaborative process. 
1786 
1787 
168 
1788 EMMA PURSEY 
1789 Age: 22 
1790 In Company: 3 years 
1791 Performed in: Salome and Heavy Metal Hamlet 
1792 Travelled to Japan: 1999 and 2000 
1793 
1794 
1795 
1796 JL: What do you think are the purposes of the Suzuki Method? 
1797 
1798 EP: I think the purposes of the exercises of the Suzuki method are to .... I guess like 
1799 you've heard before, training the actor, so that they are trained in a holistic approach 
1800 as opposed to just churning things out from your brain like strengthening your 
1801 relationship between the cerebral, head state, and the body, the physical. Being able 
1802 to ground yourself find patterns in your body and work through them. And it's an 
1803 ongoingjourney. 
1804 
1805 JL: How do you think the exercises actually do these things? 
1806 
1807 EP: Because the nature of the exercises are so extreme, and the whole point of the 
1808 exercises is to actually push yourself to a state where you are actually forced to find 
1809 an otherness to bring out something internal, to reach the end, or go that little bit 
1810 further. Every time you train and within a training system you check yourself And 
1811 also it's interesting to play around things with that potential , that otherness, and I 
1812 think it's that otherness that differentiates us a lot. 
1813 
1814 JL: How would you describe this 'otherness'? 
1815 
1816 EP: Okay, well, when I first saw a Suzuki production. That is, Frank's version of 
1817 Salome the thing that intrigued me, and drew me in and clicked with me straight 
1818 away about the show was this amazing power and this amazing presence that all the 
1819 actors have on the stage, that I was connecting with them as individuals and had this 
1820 amazing transformational experience, and as a result I joined the company. And the 
1821 thing that drew me in was the power of the physicality, the vocal strength of the 
1822 actors , the control, the strength .. which altogether was that otherness. But until I'd 
1823 spoken to John, and read about the company further, I didn't know what that was, 
1824 or how that was created. 
1825 
1826 JL: What aspects of acting/ performing do you think the training addresses? 
1827 
1828 EP: It addresses it in a very different way to any other kind of theatrical form or 
1829 method. I'd say patterns, you know people get into their patterns, their comfortable 
1830 way of performing. And they do it really well, and they might be really clever at it. 
1831 But they're not challenged. The Suzuki method is a constant challenge to you, not 
1832 just as an actor but as a person. But that's where it's also different, in that you are 
1833 approaching it as an individual, not as acting the conventional term to describe an 
1834 actor You are making discoveries about yourself- it's your version and this method 
1835 kind of explores you as an individual, it explores you so that you can become truly 
1836 yourself. 
1837 
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1838 JL: Any aspects doesn't address? 
1839 
1840 EP: Well this being actually the first experience in a professional theatrical 
1841 experience, and performing experience. I have to say that mind does wander, and 
1842 wonder what else there is, and what other methods there are and what they actually do 
1843 for you. Cause you know we have this method drummed into us, and I totally realize 
1844 the excellent things it does for you, and I feel that I want to understand where 
1845 everyone else is coming from too. You know- what other methods there are because 
1846 personally I think that maybe just in the initial years, and its good . . ... My 
1847 observation is that it focuses primarily on the physical and I feel like sometimes the 
1848 kind of intellectual and the cerebral, the brain is left out. But that's the point. But 
1849 at the same time, I have a very active brain and I guess I would like to pursue other 
1850 things because I feel it's being neglected - you know what I mean? So in that respect 
1851 I guess that's the only thing it doesn't really address. 
1852 
1853 JL: Why do you think there is such a strong emphasis on the body in the Suzuki 
1854 Method? 
1855 
1856 EP: Because we've got one, and no-one really uses it properly. Because you are 
1857 trained to have an awareness of you body and an awareness in relation to your body 
1858 and what every single movement means. 'Why are you doing that? Is there a reason 
1859 to flail your arms about?' 
1860 
1861 JL: But if you were in naturalistic theatre, you could say, 'I'm moving my arms 
1862 about because I'm angry. I have a reason for it'. What's the difference in the Suzuki 
1863 approach? 
1864 
1865 EP: I guess it gets down to the essence of what you are trying to say, if you were to 
1866 break things right down. I guess to truth. So basically it goes through a filtration 
1867 process. And the filtration process can be applied to your journey with the training as 
1868 well because as the journey goes along you are constantly filtering out things .... But 
1869 as the journey goes along you encounter new things .. you'll never run out of things 
1870 to filter. You've never finished. 
1871 
1872 JL: So what do you mean by 'filtering'? 
1873 
187 4 EP: You know, identifYing patterns, more awareness, a growing awareness. 
1875 Different stages, approaching things in a different way now that you are at a different 
1876 level. 
1877 
1878 JL: So how has the training developed you as an actor or performer? 
1879 
1880 EP: Well I wasn't before I joined Frank. Well, basically, for me, as much as I'm 
1881 curious about other methods and other things I would never seriously in any other 
1882 kind of way because I really don't believe in a lot of other things. 
1883 
1884 JL: I'm interested in specifically how you developed as an actor or performer? 
1885 
1886 EP: Well I've gone from nothing to something [laughs]. I've got a voice that is 
1887 quite strong, and I've started to play around with it a lot more, and have more layering 
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1888 with it .. I'm at a more advanced stage in my voice. In my body I don't feel so unco 
1889 anymore. I thought I would never stop feeling unco. And sometimes in certain 
1890 exercises there's always an unco edge to it but that's it. And also I've reached a 
1891 level now where I've done those hard yards of just going hard-core in a way and 
1892 now Jacqui's saying 'Be a little more refined about it' Which is also really hard to let 
1893 that 'gun-ho' attitude go, and think "Oh well being more sophisticated is the way". 
1894 You might not feel as if you are working as hard, but you've got to learn to let that 
1895 go and it's all about relaxing into your body. 
1896 
1897 JL: What do you gain from travelling to Japan to observe and train with the Suzuki 
1898 company? 
1899 
1900 EP: You have something with which to compare what you're doing. Because what 
1901 we're doing is so different you can often feel very isolated. So to across to the other 
1902 side of the world and see this company in a far more intense situation than you 
1903 thought possible, kind of humbles you a lot. And re-focuses you and realigns you 
1904 with what you're doing, gives you more motivation to continue on the journey. 
1905 
1906 
1907 JL: What do you learn as a performer? 
1908 
1909 EP: As a performer? Well to observe every member of the Suzuki company and to 
1910 evaluate the different levels at which they are at, and how they approach it. 
1911 
1912 JL: So do you find their approach similar? 
1913 
1914 EP: It's similar, but, you know, culturally it's very different. It's a more intense 
1915 level but there approach is different. 
1916 
1917 JL: What ways to do you see Frank as being different? 
1918 
1919 EP: I don't like to compare myself. 
1920 
1921 JL: In terms of my study I'm interested in what makes each company distinctive. So 
1922 what do you see as different between their approach to the training and our approach 
1923 to the training? 
1924 
1925 EP: Well I find that in their training [the Suzuki company] they're less inclined to 
1926 use the training as an aesthetic. They use the training for the training and that's it, 
1927 that's where it stops. And they invest everything that's in the training as this powerful 
1928 otherness, this powerful energy for them to use in their stage work. With our 
1929 productions it's almost used as a physical repertoire of movement. But also, I think 
1930 their approach to it is one of more a strict tradition. And because we're Australian, a 
1931 different culture .. and also because we're a company doing something different 
1932 entirely as well, you know we're on a different journey to them too. We're not trying 
1933 into them. You know the end result, and the physicality, and everything is different. 
1934 
1935 JL: Are there any aspects of Frank that you think are distinctively Australian? 
1936 
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1937 EP: Yeah -all of it. Sure, the skeleton structure ofthe training we use is the Suzuki 
1938 Actor Training Method. But because it's us, it's our bodies it's Australian. 
1939 
1940 JL: What about in specific training exercises we do which is distinctive to Jacqui and 
1941 John -is there anything you see as specifically Australian? Or anything distinctive to 
1942 Frank? 
1943 
1944 EP: The fact that the shows we produce have more freedom, I suppose. As opposed 
1945 to the repression, restriction and lack of freedom imposed on the Japanese. And 
1946 that comes through in our shows. 
1947 
1948 JL: Is there anything else you'd like to add about why you think the Suzuki method is 
1949 an integral part of Frank? 
1950 
1951 EP: I think a major is that it has working on an ensemble basis. So first of all you 
1952 have an ensemble basis - that ensemble trains in a rigorous training method - for the 
1953 justified I stated before. So to have that company work year in and year out amazing 
1954 things can be accomplished. Amazing things can be accomplished ifyou have strong 
1955 individuals in a group who are working year in and year out, who are constantly 
1956 growing, growing, growing. I think that's an exciting thing. 
1957 
1958 JL: Who would you describe Jacqui's directing style? 
1959 
1960 EP: I actually like Jacqui's directing style. I like her rehearsal style. I think the way 
1961 she approaches a show, being quite a long and explorative and really working very 
1962 closely with us as individuals, giving us a lot of energy and a lot of time to really 
1963 pursue all avenues and potentialities within each person and the show. 
1964 
1965 JL: : So what are some of the ways in which she does that? 
1966 
1967 EP: I guess when you are given a character, she'll start big and really push you. And 
1968 explore that with you in the training, and really get that ingrained in your body . 
1969 
1970 JL: What do you mean by getting it 'ingrained' in your body? 
1971 
1972 EP: I guess, you know, once you get your lines down you can just start exploring the 
1973 movements and the vocals firstly in a very general, very broad way. And then 
1974 through that really long, exploratory process, you can start refining it. But really 
197 5 pushing you to find interesting things inside you. And something I like about her is 
1976 that she will give you a role to challenge you. 
1977 
1978 JL: What do you think her aims are as a director? 
1979 
1980 EP: To build a really strong company, to be cutting edge. To be producing work that 
1981 is not going to be seen anywhere else, is not being done anywhere else. Basically I 
1982 look at the company as her tools. But I work very hard to be very good tools for 
1983 her to use. And for a director I think she's really lucky because she has a bunch of 
1984 very focused, very interesting actors that she can do a lot with. She can pretty much .. 
1985 if she has something in her head she can probably get quite close to what she's 
1986 envisioning because of the nature of how this company trains and works. 
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APPENDIX FOUR 
2038 INTERVIEW WITH LEAH MERCER 
2039 10/3/2001 
2040 Interviewer: Joanne Loth (JL) Interviewee: Leah Mercer (LM) 
2041 
2042 
2043 JL: Can you describe your background in theatre? 
2044 
2045 LM: I've been working in theatre for 15 years and have been involved in a range of 
2046 different projects, working mostly with collaborative ensembles creating work from 
2047 scratch ... whether it's text or whether it's performance that's been my focus, 
2048 working as a writer, as an actor, as a director, so particularly with Kicking the Kettle 
2049 [a women's theatre company based at the University of Queensland between 1994-
2050 1996] . . . it was an ensemble in which we were equally responsible for writing, for 
2051 directing, for producing, for designing for all of those things and I think that that 
2052 experience made me see what's great about that and also what's difficult about it. And 
2053 it made me want to find out more about directing .. which is why I did the course at 
2054 CalArts, because I think that the skills that you need as a director are the kind of skills 
2055 that can also make you a better actor and a better writer. 
2056 
2057 
2058 JL: What is it that attracts you to the collaborative developmental process? 
2059 
2060 LM: I think that it's more exciting to have ten ideas in a room, than it is to have one 
2061 idea. that it just means that you get more voices in a piece, and hopefully that makes 
2062 the piece more exciting and more dynamic. 
2063 
2064 JL: Can you tell me about your experience in studying at CalArts? 
2065 
2066 LM: I'd always worked in collaborative ensembles which meant that there wasn't one 
2067 person in charge which is a great way to work but I think there's a point when you're 
2068 a director when you have to say "OK this is what we're working with, and that 
2069 belongs in another project at some point you need to be able to know when to put 
2070 your foot down. And the other thing that CalArts was really good for was putting me 
2071 in touch with artists who are designers which opens up a whole other language in the 
2072 form of storytelling. 
2073 
2074 JL: How did working with designers impact you? 
2075 
2076 LM: In so many ways. It's like there's another voice in the piece, and it was a voice 
2077 that I hadn't had the opportunity to be exposed to, so it just adds another layer to the 
2078 form, I guess. 
2079 
2080 JL: How would you describe the directing course at CalArts? 
2081 
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2082 LM: The course was described as 'championing the collaborative act of theatre', but I 
2083 think they have a different interpretation of collaborative than what I had and so that 
2084 meant that it supported what I'd done previously but it also forced me to make 
2085 decisions and eliminate certain aspects of how I'd worked as a director before and 
2086 also to look at what they were offering me and to say "Actually, I don't want to be 
2087 that kind of a director" so it forced me almost in relief to define myself, to see what I 
2088 didn't want to be. Also because you were doing acting classes and designing classes 
2089 so you were put in the position ofthe people that you work with. So that's going to 
2090 make you a better collaborator, giving you a language to be able to speak to them 
2091 with. There were more traditional aspects, like working with beats and rising actions. 
2092 Which has value because it's about structure and it gives you more tools to make that 
2093 clearer to an audience. So even if you're not working in a realistic medium, there are 
2094 aspects of that that can be helpful. 
2095 
2096 JL: What are your influences in your directing? 
2097 
2098 LM: Not only directors, sometimes it might just be a show that I saw. Mostly I guess 
2099 it's about a show that I saw in which there was something about it that excited me. I 
2100 remember see "A month in the country" at QTC and the set was fantastic. It was real 
2101 flowers, and that sense of connections that you have to real flowers in real life and 
2102 allowing you to make those connections and then adding that on top of the play. I 
2103 guess other shows, I like shows that use real stuff, you know when the stage has been 
2104 covered with red dirt, and what that does when it's picked up by the lights, or water or 
2105 sand. So I've always been really stimulated I guess by that kind of idea in design. 
2106 And that also has to do with seeing bodies work on stage, and so I find dance very 
2107 exciting. I've always wanted to work with dancers .... 
2108 
2109 JL: You've told me a bit about your experience working with dancers at CalArts. 
2110 Could you elaborate on that process? 
2111 
2112 LM: Well, I always wanted to be able to work with dancers because I felt that they 
2113 have such access to their bodies , obviously. But my experience was not what I 
2114 wanted it to be, because I felt that they wanted me to tell them what to do, they 
2115 didn't want to do the thing that you can do with actors which together you can create 
2116 and you can explore lots of the possibilities. I found that with the dancers that I 
2117 worked with they are used to a choreographer telling them what to do, and they do it 
2118 and it's fantastic, but, for me, that wasn't so satisfying because I didn't get that sort of 
2119 'zing' of the back and forth between me and the actors. I guess part of that attraction 
2120 to real things on stage, I can remember a stage where an actor ran onstage as if they'd 
2121 come out of the ocean - you know totally wet - so I guess being close enough to see 
2122 the bodies sweating, to see the bodies wet, to me is really exciting, the action of the 
2123 performance is right in front of you happening in real time. 
2124 And I have seen some of Suzuki's stuff in Japan and the striking images in those 
2125 performances. And I think that what you remember about theatre is the images you 
2126 remember the fantastic images more than the fantastic speeches. I'll always remember 
2127 those fantastic images as a series of physical encounters, both scenically and 
2128 physically. So definitely some of Suzuki's shows (Hamlet and King Lear) .. have 
2129 those qualities .. 
2130 
2131 JL: What kind of theatre excites you? 
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2132 
2133 LM: I guess I want theatricality- whatever that is. I'm interested in defining why 
2134 each piece of theatre needs to be theatre. Why does it need to be told in theatrical 
213 5 form? And that means taking advantage of all those things that theatre offers -the 
2136 spectacle, the "live-ness" ... and those qualities of being in the same "now" as the 
2137 audience. Those are the things that excite me. 
2138 
2139 JL: Can you describe how the Ismene project led into the Swfacing project? 
2140 
2141 LM: When we first started working together on Ismene you already had some of the 
2142 physical structures worked out, and you also had some of the text chosen. Which is 
2143 an unusual way to start working together but since that was where we were at, that 
2144 was where I came in. Then I guess we chose more text together. 
2145 Because you had a series of movements, you had a movement vocab already 
2146 established for the piece we started with what you already had and investigated the 
2147 ways of working with that. And I felt that the major thing we needed to work on was 
2148 on the difference between the Ismene character and the Antigone character - the 
2149 physical difference and the vocal difference between those two characters. We spent 
2150 a lot of time on that. We also added music. In many ways both in terms of physically 
2151 and the music we built on what was already there. 
2152 
2153 JL: Why did you choose the image exercise as way to begin the Surfacing project? 
2154 
2155 LM: That's actually a very "CalArts" thing- all the designers would work with 
2156 images all the time, but it also comes from an article by Gregory Gunter who has been 
2157 one of Anne Bogart's dramaturgs and he was someone that I worked with when I was 
2158 in LA. And the times that I've worked with that exercise- and I've done it here at UQ 
2159 as well- with my students is it's a fantastic way of finding ways into a piece that is 
2160 not necessarily intellectual. That you can go to an intellectual place, but it's a way of 
2161 finding other ways in, other than intellectually. It's also great for finding elements of 
2162 design as well, it's a very rich way ofworking, I find. So we wanted to bring in 
2163 images, but we also wanted to bring in other texts because we were still going to work 
2164 with Ismene, and work with that mythic quality and what she was dealing with, and 
2165 trying to find a way into that, and from there we found the novel, and we ended up 
2166 going in an entirely different direction. It wasn't in that mythical, giant, heightened, 
2167 Greek language, and so it felt smaller in a way. I don't think the themes were smaller 
2168 but the language was "smaller". We chose to marry Carter's "smaller" language with 
2169 Suzuki's heightened physical language and felt that this contrast made this a very rich 
2170 area to explore .... And because the language was smaller and that just felt better 
2171 because it was a one woman show, and it just felt much more grounded. And since 
21 72 we were establishing how we wanted to work together it felt like a good way to do 
2173 that as well. 
2174 
2175 JL: That's how we started the project. Can you describe your rehearsal process, and 
2176 your approach to developing Surfacing? 
2177 
2178 LM: We started in a very free-form way. The whole space is your stage, text in hand, 
2179 moving whilst speaking the text, that's how it started; and I just started to look for 
2180 patters - patterns of movement that recurred with certain parts of the text. We also 
2181 then divided the text according to different voices and that whole process went 
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through a number of changes, we had different versions. So we divided it into quite a 
lot of voices- at first, it was just " first instinct stuff and then as we knew the piece 
better and better, those instincts changed and we changed those voices a lot. And we 
divided the script into 
older Melanie, younger Melanie, poetic voices and so on 
JL: What was it that inspired you to bring chairs into the rehearsal process? 
LM: It was an important realisation where the very "one woman-ness" of the piece-
the fact that there was just you and there were so many voices - at point I realised that 
you needed something else to interact with in order to tell the story. And we didn't 
really know what that was going to be. It could have been baskets, or boxes ... so we 
talked about all those things. But because there was a rehearsal room with lots of 
chairs in it, we used chairs but they could have stood for anything at the beginning, 
but I think that what happened was that just the relationship at the beginning 
developed between you and the chairs and the moments in the text started to be really 
solidified and to generate meaning. That the chairs themselves became really 
important, and then the whole decision - -- what kind of chairs are they, what do they 
look like, what colour are they? Are they all the same or different? That was an 
ongoing conversation that went up to a couple of weeks before the performance. 
And I think that was really fruitful too because it meant that we had to define where 
you were at each moment, in the past, in the present, it gave us realistic .. we had to 
have a conversation about a realistic world in what was not necessarily a realistically 
defined set. 
JL : Yes, I think the chairs gave it that element really dealing with a real object, but 
the performance was stylized. When I look back on the two projects I think that 
Ismene was very "abstracted". It started with a very abstract idea and dealt with it in 
an abstract way. Whereas I felt that with the Suifacing project we found the reality 
within the stylized performance. 
LM: But I think that was also exaggerated by the fact that Ismene was only part of a 
bigger story that the audience didn't necessarily have access to that story. With 
Ismene I think that there were too many pieces that didn't necessarily all fit together. I 
think there were some great moments in that, but I felt that there wasn't enough for 
the audience to grasp onto to be "on our side" from the beginning. And I think that 
the big lesson there is that the Suifacing had a beginning, middle and end in the old-
fashioned way of narrative, and the audience had that to hang on to, and that meant 
that they could let you "go off' of your more stylized gestural movement because the 
story was always there as something that they could hold onto and I think that was 
really important. What I try to do is that the rehearsal process is to discover the form 
that this story needs to be told, and I felt like we really did that in Suifacing. We had 
the story, we loved the story, we didn't know quite how to tell the story, but together 
we discovered how. 
JL: What did you find positive and negative about working with me as actor trained 
in Suzuki Method? 
LM: In a sense Suifacing fulfilled my "dancer fantasy" because you are physically 
there- you know how to use your body, you can physically take direction, so that 
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2232 what I'd say I could see transferred into your body. And also because you have the 
2233 discipline to work on something and to keep working on it, and also because you 
2234 knew when something wasn't working and you could develop something new on your 
2235 own ... I guess it has to do with discipline and rehearsing, and ifi asked for a change 
2236 you could immediately "hang onto" that change. And I've worked with actors in a 
2237 more realistic style who can "hang onto" direction, but I felt that because it's like you 
2238 had more layers that you had to juggle. So it was really rewarding to see you juggle 
2239 all those things. 
2240 I guess the negative thing would be some of the vocal stuff. I think that the Suzuki 
2241 training that you've done has not opened you up to all the possibilities of your voice, 
2242 and so it was hard with Ismene particularly because that was one of the big things that 
2243 we were looking for was two very distinctive voices and I just think that's one of the 
2244 things that you need to keep working on is your range and subtlety with vocal work. 
2245 
2246 
224 7 JL: I felt a real shift when we were doing that in the opening speech, and the 
224.8 'movement sections' 
2249 LM: I guess that was also about changing your focus. And I think that's another 
2250 thing about the Suzuki training, and you as a Suzuki trained actor, is allowing your 
2251 face to be one of your muscles and feeling like you are cut off from that. So one of the 
2252 ways we worked on that is working of where you were looking, who you were 
2253 looking at. 
2254 
2255 JL: Also we worked on developing my facial expression ... 
2256 LM: Particularly with the 'younger Melanie' it was to do with physically how she 
2257 held herself and moved in the past, and then when you were the older Melanie, how 
2258 you moved, so we tried to make that relate to the face .. through the body 
2259 
2260 JL: I found that that was a way in for me, Because I worked so much with my body, I 
2261 found that that was a "way in" for me, into facial expression. 
2262 
2263 LM: I think that in some ways the face and the vocal stuff is something we didn't 
2264 really solve, but I felt like we came a really long way with it. And also we had the 
2265 "Mrs Rundle" character as another contrast. So it was about really defining those 
2266 contrasts. And I think that what's good about the Suzuki training is that you can just 
2267 go "click" from one to another. There's no anxiety about the level of performance 
2268 that you're operating at--- that's very strong and clear and clean- so that's good but I 
2269 guess it's about ... For example in Frank performances there are some extreme 
2270 characterisations so it's not as if range is not a possibility ... but we were looking for 
2271 a more subtle kind of range and Mrs Rundle was the most extreme we went. And the 
2272 difference between the younger and old Melanie was in a more subtle kind of 
2273 "cocoon". 
2274 
2275 JL: In terms of applying the Suzuki Method to other styles of theatre, what do you 
2276 did was the value of the Suzuki Method as applied to our process? 
2277 
22 78 LM: Well I feel that it creates physically adventurous and adept actors who can 
2279 perform in a stylized language, who have a stylized language at their finger-tips. The 
2280 Suzuki Method can develop extreme characterisations, but where it can teeter a little 
2281 is in delicacy and subtlety of emotion. Because it can do big emotions ... it can do big 
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2282 tragic emotions but what about little tragic emotions. And because the text was so 
2283 narrative based and so realistic it needed some realistic emotions, and I think it was 
2284 there, but that was the difficult part in the rehearsal process. 
2285 
2286 JL: Your training in Suzuki in SITI and Ellen Lauren .. what did you gain? 
2287 
2288 LM: Sore thighs!!! Just a little peek into the possibilities for myself as a performer 
2289 of being brave. It gave me a sense of "putting yourself out there" in a physical "I'm 
2290 fucking here" kind of way. So feeling what that's like and how far you have to go to 
2291 be there. Physically and emotionally. A sense ofbeing physically there .. and 
2292 willpower- not giving up ... even when you're sweaty, aching and hurting .. can you 
2293 just stay in that moment, and not go "I can't do this, I give up, I suck" Just trying to 
2294 stay there - and that effort is what it's about rather than how well you do it 
2295 necessarily, it's hard sometimes to remember that when you are "sucking" quite 
2296 badly. So, will and focus, commitment and bravery. 
2297 
2298 JL: How did your experience with Anne Bogart's affect your work? 
2299 
2300 LM: I didn't see Anne Bogart's work. Well with the viewpoints to start off with, 
2301 it's a great partner with Suzuki because it's about collaboration and it's about working 
2302 with the rest of the people in the room, and the room itself, and just about trying to let 
2303 yourself go, and trying not to be "in your head" and it's a different kind of bravery, in 
2304 terms of just "being there" and being part of an ensemble that's working together, and 
2305 that's quite scary and delightful when it works. And another thing about viewpoints is 
2306 that a narrative will come, that seeing how to read a story just through bodies. And 
2307 that's another thing, Anne gets you to watch the viewpoints as well as be part of it, 
2308 and she says that that's just as important. And she's totally right because you watch it 
2309 and you do see how stories are told by rhythm and by proximity and groups and 
2310 physical relationships --- I mean you see it and you "read" it- and that's fascinating. 
2311 SO all of that was a really great part about viewpoints. 
2312 And being in the room with Anne, and doing the composition workshops with her, 
2313 just her giving you tools that you can go away and work with , but also she's an 
2314 incredibly generous teacher. She's very supportive, able to see what you have to 
2315 offer, and working with you on those grounds. 
2316 
2317 JL: And you've been training with Frank for one year now, what have you learned 
2318 about the Method from your training with Jacqui and John? 
2319 
2320 LM: So the thing that Jacqui and John seem to focus on is that need to "be in the 
2321 moment", at the expense of everything, that constant reminder which I think is 
2322 fantastic and is something that's so important ... not just onstage but in life! So I only 
2323 did the Suzuki training with Ellen Lauren for two weeks, so the more long term 
2324 relationship with Suzuki training obviously does so much more. But that idea of how 
2325 do you occupy your body, how do you occupy each part of the stage, and say "this is 
2326 my stage" and that's to do with being brave enough to say that "this IS my part of the 
2327 stage". So I think that the longer you do the Suzuki training the more "at home" you 
2328 start to feel in your body and within each moment on stage. It feels like the major 
2329 aspect is about "taking up space". It's a really easy thing to say, but a hard thing to 
2330 do. And I think that Jacqui and John are really good at finding a zillion ways to help 
2331 you to "be there". 
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2332 
2333 JL: One point in our rehearsal process I'd like to go back to is the night we had the 
2334 breakthrough with the "chair changing" sequences, at the A val on Theatre at UQ. 
2335 
2336 LM: Yeah, at that point we had the idea, and it was very much a plot idea where we 
2337 needed all of the chairs to be in a line at the back of the stage by a certain point, so 
2338 because we had that idea and that aim, we were trying to force that onto the script and 
2339 onto the moments in the script, and onto the movements in the performance, and we 
2340 were not really paying attention to those moments in the play. And I think that by 
2341 paying attention to those moments we were able to discover a lot more within the 
2342 script. .. 
2343 
2344 JL: And more time within the script too .. There were more time and more moments. 
2345 That's what I felt the whole rehearsal process was for me- actually finding to really 
2346 be within those moments rather than just thinking structurally .. 
2347 
2348 LM: Because I think that when we first started there were- I'll say arbitrarily- eight 
2349 big moments - these are the big moments, the big turning points - where we knew 
2350 something big had to happen here. And from the beginning we knew that. And a guess 
2351 what became apparent was- there's not just eight, there's every single moment and 
2352 what is happening within every single one: "Who is she now?" "Where is she?" "How 
2353 does she feel about this?" ... so it was really about getting more and more detailed, 
2354 and more focussed for every single element of the piece. 
2355 Also once we had a lighting designer involved it was another great step for the 
2356 performance- it brought another whole language, another person to collaborate with 
2357 who could bring her ideas about the piece, and that was another big phase in the 
2358 rehearsal process, because I really felt that the light helped to differentiate the 
2359 moments in the story, the time in the story, and was like another character. And we 
2360 only really got that in the last week. 
2361 
2362 JL: Also, can you describe the process we went through with the music? 
2363 
2364 LM: When we found the music- from the composer and singer whose music I had 
2365 worked with before- I had actually worked with the same piece of music on a 
2366 different show- so I got her to send me that music and that was a piece that you 
2367 picked out.. 
2368 We chose to use the piece of music in the central, garden scene, where it felt like the 
2369 garden was another character in the piece, and the music provided this "landscape" .. 
2370 and I think it worked really well a something to interact with, as that female "naked" 
2371 VOICe. 
2372 
2373 Also we'd done so much with the chairs, but this section gave you a space without the 
2374 chairs, but the music (and the lighting) created the landscape for you to be in. And so, 
2375 the music needed to have that sense of uplifting and way impacting you. 
2376 
2377 
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APPENDIX5 
2385 THE EXERCISES OF THE SUZUKI METHOD 
2386 
2387 
2388 
23 89 This appendix provides a brief description of the major exercises of the Suzuki 
2390 Method (as taught by the Suzuki Company of Toga, and Frank:Austral Asian 
2391 Performance Ensemble). In this appendix, the participants in a training session 
2392 will be referred to as actors, and the leader/trainer will be referred to as the 
2393 teacher. 
2394 
2395 
2396 
2397 Overview 
2398 Three important aims of the Suzuki Method are to develop a group spirit, to develop a 
2399 strong connection with the earth ('groundedness') and to generate energy from the 
2400 centre ofthe body. 
2401 
2402 The Suzuki training is always a group activity led by the teacher. Some exercises are 
2403 performed by a group of actors in unison and others are executed in 'single file' across 
2404 the training space. Many exercises are performed to the teacher's commands and the 
2405 exercises continue until the teacher decides they are complete. 
2406 
2407 The exercises work on attaining and developing 'groundedness', and are often 
2408 performed with bent legs. As actors become more experienced, some exercises can be 
2409 performed with straight legs. 
2410 
2411 For all of the exercises the face should be kept calm and neutral. The aim of all the 
2412 exercises is to keep the upper-body calm and energized. 
2413 In most of the exercises the arms are held in the basic arm position. In this position 
2414 the arms are held by the side ofthe body and the hands are positioned as ifholding 
2415 two poles horizontally beside the body. The thumb is then placed over the hole 
2416 created by the fist. (Note: Even though this is a defined position there should be no 
2417 tension in the arms.) 
2418 
2419 • The Basic Exercises 
2420 The basic exercises are executed in unison to the command of the teacher. During 
2421 these exercises the arms are held in the basic position. 
2422 
2423 Basic Number One: This exercise is performed from side to side. 
2424 The actors stand with their heels together, legs straight and feet at a 45 degree angle to 
2425 the front. 
2426 On the first command, the actors move their right foot to the right (about the length of 
2427 one foot). At this point the right leg should be slightly bent and the left leg should be 
2428 straight. 
2429 On the second command the left foot slides in to meet the right foot (so that the heels 
2430 are again touching). At this point both legs should be slightly bent. 
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2431 On the third command, the actors move to a full squat position (without changing the 
2432 position of their feet). 
2433 On the fourth command, the actors stand. The exercise is then repeated to the left. 
2434 
2435 Basic Number Two: This exercise is performed forwards and backwards. 
2436 The actors face front with their feet together, and knees slightly bent. 
2437 On the first command the actors bend and lift their right leg to their chest so that the 
2438 sole of their right foot faces the audience. 
2439 On the second command the actors 'stomps' their right foot into the floor to return to 
2440 the starting position. 
2441 On the third command, the actor slides their right foot forward along the floor (for the 
2442 length of about two feet). At this point the right leg should be bent and the left leg 
2443 straight. The exercise is then repeated with the left leg. The teacher may then 
2444 command the actors to move backwards in the same way. 
2445 
2446 • The Stomp~Shakuhachi 
2447 This exercise is conducted to two pieces of music. The first is a fast paced march. The 
2448 second piece of music is slow and lyrical, and features the Japanese Shakuhachi flute. 
2449 In preparation for the 'Stomp', the actors stand throughout the space with their knees 
2450 slightly bent and their arms in the basic position. When the music begins the actors 
2451 'stomp' in time to the music. 
2452 The 'Stomp' Action: In this action the hips are kept at the same height and the legs are 
2453 lifted to aggressively stamp the floor. The actors 'stomp' one foot slightly in front of 
2454 the other so that they move continuously through the space. While the lower body 
2455 should be working very hard, the upper body should remain calm and appear to 'float' 
2456 through the space. 
2457 At the end of the first piece of music the trainees move to the back of the space and 
2458 fall to the floor. 
2459 On the second piece of music the trainees very slowly rise and walk to the front of the 
2460 room. The style of walk is the same as that used in the 'ten-tek-a-ten'. 
2461 
2462 • Ten-tek-a-ten 
2463 This exercise is a slow, gliding walk from one side of the training space to the other. 
2464 The actors line up on opposite sides of the space. Then with their legs slightly bent, 
2465 and arms in the basic position, the actors slowly cross the room. Utilizing the 
2466 groundedness developed from the other (more aggressive) training exercises, the 
2467 actors should feel strong connection with the floor during this exercise. Their hips 
2468 should be kept at an even level and they should appear to glide across the space. It is 
2469 also important that the actors stay in time with the other actors, for there should be a 
2470 strong sense that the group is moving together. 
2471 
2472 Variation: This exercise can also be performed with different arms positions and/or 
2473 props. 
2474 
2475 • The Walks 
24 7 6 This is a series of extreme, repetitive movements that carry actors from one side of the 
2477 space to the other. These exercises develop spatial and body awareness, physical 
2478 agility and responsiveness. 'The Walks' are performed to fast, rhythmic music in a 
2479 single file. 
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2480 There are over twelve different walks which include: walking on the outside of the 
2481 feet, walking on the inside of the feet, stamping sideways across the floor, walking on 
2482 tiptoes and shuffling across the floor. 
2483 
2484 • Voice-work 
2485 There are two main types of vocal training exercises in the Suzuki Method: the sitting 
2486 exercises and the standing exercises. 
2487 The exercises help actors to relax their upper body while aggressively energizing the 
2488 muscles of the stomach and diaphragm. On the teacher's commands, the actors move 
2489 from neutral positions to positions in which they balance on their buttocks/lower back 
2490 (for the sitting exercises) or to positions in which they stand on tip-toe (for the 
2491 standing positions). The teacher then asks the actors to recite set speeches while they 
2492 are in the sitting or standing positions. These exercises help actors to find a calm, 
2493 energized state while they are under a great deal of physical stress. 
2494 
2495 Sitting Exercises 
2496 These exercises are based on extreme sitting positions that develop a powerful, 
2497 centred voice. 
2498 The Neutral Position (Sitting): The actors sit on the floor with their knees close to 
2499 their chest, they then place their arms around their legs, and drop their head to their 
2500 knees. 
2501 
2502 Position One: The actors lean backwards in their sitting position so that they are 
2503 facing the audience. 
2504 Position Two: The actors stretch their legs straight out in front. The legs should be 
2505 held together (off the floor) and the feet should be flexed. 
2506 Position Three: The same as Position Two except that the legs are stretched to the 
2507 sides (at a 45 degree angle to the front). 
2508 Sitting Statues: The actors create 'free form' positions with their legs and arms while 
2509 balancing on their buttocks/lower back. 
2510 
2511 Standing Exercises 
2512 The Standing voice-work exercises are designed to move the actors into an upright 
2513 position whilst maintaining a strong, centred voice. These exercises are also designed 
2514 to relax the upper body, and to develop actors' speed and creativity. The actors begin 
2515 in the neutral position and move to the commands of the teacher. 
2516 Neutral Position (Standing): The actors crouch on the floor with their legs apart and 
2517 their head between their legs. The feet should be kept flat on the floor. 
2518 Standing Positions: On the teacher's command, and keeping toes 'fixed' to the floor, 
2519 the actors rise from the neutral position to a standing position in which the knees are 
2520 bent and the arms are held in front of the body. The heels are raised so that the actors 
2521 are standing on tip-toe. The actors create their own Statue positions, and remain still 
2522 while reciting set speeches. On the next command the actors return to the neutral 
2523 position, and on the following command the actors form another statue (and so on 
2524 until the teacher declares the exercise is complete). 
2525 
2526 
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